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ABSTRACT

PROJECT REPORT
Antigone
St. Helens High School Olmscheid Auditorium

Directed by
Ronald Darrell Barnett
November, 2006

This project entailed the selection, background research and documentation, scenic and
lighting design, costume design and creation, casting, direction, and post-production analysis of
St. Helens High School's production of Sophocles' Antigone. Documentation includes research
and analysis of the play, and an evaluation of the play as a production vehicle for the drama
department of St. Helens High School. The analysis also includes a discussion as to the
non-traditional directorial vision of this production.

111

CENTRAL WASHINGTON UNIVERSITY

Graduate Studies

Final Examination of
Ronald Darrell Barnett
B. A. University of Portland, 1992
B. S. University of Portland, 1992
for the Degree of
Master of Arts
Theatre Production

Committee in Charge
Professor Brenda Hubbard
Professor George Bellah
Professor Scott Robinson

McConnell Hall
Room 107
January 29, 2007
8:00 A.M.

IV

Table of Contents
PAGE

SECTION
I

Preliminary Information . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 1
Copy of Play script Approval Form. . . . . . . . . . . . . . . . . . . . . . . . . . . . 1
Playscript. .................... .. .. . .. . . . .... . . . . ....... . . 4
Copy of Committee and Option Approval Form ................ 62
Permission of Hiring Authority at the Production Venue . . . . . ..... 63
Production Parameters . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 64
Production Schedule . ... . ....... . . . . ... . ... .. . . . ...... . . .. 65
Evaluation of the Play as a Production Vehicle ....... .... . ... .. 68
Concept Statement for Antigone by Sophocles ...... . . ... . ... .. 69

II

Pre-Production Analysis . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 71
Initial Personal Response .. . . . . . . . . . . . . ...... . .. .. .. ... . ... 71
Production History ... . . .. . .............. .... .. .. . . . ...... 75
Critical Response ...... . . . . ... . ........ . ..... ............ 80
Scholarly Response ..... . . ... . ... .. . ..... .. . .. .... . ....... 87
Playwright's Life ....... ... . ...... ... . . .... . . . . ... .. ... . .. 93
Summary ............. ...... .... .. . . .... . ....... . ....... 95

III

Post Production Materials
DVD of Dress Rehearsal. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 102
DVD of Performance . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 103
Production Journal . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 104
Committee Chair Evaluation . . ... . ... . . .. . ... .. ... ..... . ... 143
Final Self-Evaluation .. ... . ..... .... .. ... . ......... ..... . 148
Review of the SHHS Production of Antigone by David Schmor ... 153

IV

Bibliography . . .... .. . ...... . . ... .. . .. .. .. . . . ..... . .......... . 155
Works Cited. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 15 5

Works Consulted. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 160
V

Appendices . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 162
Appendix A- Production Photographs . . . . . . . . . . . . . . . . . . . . . . . 162
Appendix B- Performance Program . . . . . . . . . . . . . . . . . . . . . . . . . 172
Appendix C- Publicity Poster . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 173
Appendix D- Production Music "Bridal Dirge and Reply" ....... 174
Appendix E- Production Soundtrack . . . . . . . . . . . . . . . . . . . . . . . . 178
Appendix F- Hodge Model Work . . . . . . . . . . . . . . . . . . . . . . . . . . . 179
Appendix G - Review by Antigone translator Ian Johnston ....... 188
Appendix H - Review by Oregon State Thespian Director . . . . . . . 190
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MASTER'S THESIS PROJECT
PLAYSCRIPT APPROVAL FORM
(PLEAS E MAKE SURE THAT YOU HAVE READ THE PLAY SELECTION CRITERIA
SECTION IN YOUR GRADUATE HANDBOOK)

SCRIPT TITLE_ Antigone
PLAYWRIGHT(S) _Sophocles_Translation by Ian Johnston
NUMBER OF ACTS
45 MIN.

1- - -APPROXIMATE TOTAL PLAYING TIME- -1-HOUR

CAST (:fill in with the appropriate numbers)
MEN
7
WOMEN
12
CHILDREN- - - - -OVER 40- - - - ROLES REQUIRING PEOPLE OF COLOR_

TOTAL NUMBER OF CAST

_ _ O_ _ _ ROLES COULD DOUBLE

21 - - -

OTHER CASTING CONCERNS: Chorus could increase or decrease in number
ARTISTIC STAFF (check those needed for this play or production idea)
MUSICAL DIRECTOR
DANCE CHOREOGRAPHER- - FIGHT CHOREOGRAPHER
XX
DIALECT COACH- - SPECIALTY HIRE
(specify what kind) ORCHESTRA/BAND (specify what size) _ _
Will you be fulfilling any of the above?
If so, which?
Will a guest artist be fulfilling any of the above? Fight Choreographer John Armour
SCENERY/PROPS (check those needed for this play or your concept of the play)
UNIT SET? YES
NUMBER OF SETTINGS
1- - HISTORICAL PERIOD Ancient Greece with post-modern approach_
GEOGRAPHICAL LOCATION Thebes, Greece_ _
BRIEF DESCRIPTION OF SET CONCERNS OR SPECIAL REQUIREMENTS: A large suspended ceiling is currently being considered. Otherwise it will be a single setting ( outside palace
of Thebes) large double doors, somewhat destroyed, war torn pillars, rocks. Lighted eye will
provide backdrop. See rough sketch.

APPROXIMATE NUMBER OF PROPS_ 2-5?_
PERIOD_non-speci:fic
DIFFICULT OR UNUSUAL PROPS? NO DESCRIBE:
Props could include: Teiresias' staff, libation jar for Antigone, shovels, staff weapons. Other possible hand props.
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WEAPONS OR FIREARMS? Yes HOW MANY
2
DESCRIBE: Staffs or spears
COSTUMES (CHECK THOSE NEEDED FOR THIS PLAY OR YOUR CONCEPT OF THE
PLAY)
APPROXIMATE NUMBER OF COSTUMES PER CHARACTER
One each- - HISTORICAL PERIOD_ Ancient Greece (post-modern approach)_SEASON_Spring_
SPECIAL REQUIREMENTS: None at this time
JUSTIFICATION FOR CHOICE OF SCRIPT
HAVE YOU SEEN THIS SCRIPT PRODUCED?

NO

HAVE YOU DONE THIS PLAY BEFORE? BRIEFLY DESCRIBE YOUR INVOLVEMENT IN
THE PRODUCTION: No
WHY SHOULD YOUR ORGANIZATION PRODUCE THIS SCRIPT?
This play would provide my students with exposure to a classic story and as Georg Hegel states,
"one of the most sublime and in every respect most consummate works of human effort ever
produced" (Hegel on Tragedy 178). The play is read in our language arts classes as part of the
curriculum and would provide an opportunity to present drama in production for those students.
WHAT ARE THE DRAWBACKS (IF ANY) TO DOING THIS PRODUCTION AT YOUR
SCHOOL?
The main potential drawback in producing Antigone is that we may have small audiences since it
is a Greek tragedy and they do not often appeal to modern audiences. I will have to be creative in
my approach in order to provide my students with a respectably-sized audience. Portions of the
chorus' strophes and antistrophes may require omission or rewriting due to length and obscure
references.
Please give a brief synopsis of the script on a separate sheet of paper and attach.
Please include a copy of the script for the thesis committee to review.
SUBMITTED BY:

(Printed Name) _

Ronald D. Barnett_Date Submitted:_20 May 2006

(Signature)
Thesis Chair Approval:

Date Approved :

Thesis Committee Members Approval:

Date Approved :

Graduate Coordinator Approval:

Date Approved :
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PLAY SYNOPSIS
Following the unsuccessful attack by the Argive army on the city of Thebes, brother Polyneices
and Eteocles are left dead at one another 's hand. Eteocles is given full burial honors by King
Creon but orders the body of Polyneices to be left unburied since he turned traitor and aided
the Argive army. Antigone, sister of the two brothers and niece to Creon, decides to bury her
brother's body thus disobeying Creon's law but following the law of the gods. She asks her sister
Ismene to help but she declines. Creon posts guards around the body but somehow the body
receives burial. Creon becomes irate and demands to know who committed the act. Antigone
is later caught burying the body by a guard who set a trap by unburying the body. She boldly
acknowledges her act and is defiant to Creon and his law. Creon orders her execution. Haemon,
Creon's son who is betrothed to Antigone, asks his father to reconsider his decision. Haemon
notes that the whole city believes that Antigone was right in her actions. Creon becomes enraged
and threatens to kill Antigone in front of Haemon which causes him to leave the scene after saying, "Nor shall you see my face ever again" (Ant. 750). Creon decides not to kill Antigone but to
lock her in a tomb for the rest of her life. The blind prophet Teiresias enters and tells Creon that
the unburied body of Polyneices is poisoning the city and that death will be met with death ifhe
continues to proceed as such. Creon finally relents, buries the body but arrives too late to Antigone's tomb. Antigone has hung herself, as her mother did before her, and Haemonjoins her in
death after attempting to kill his father. When the news reaches Eurydice, mother of Haemon and
wife of Creon, she curses Creon and kills herself. Creon is left alone with the guilt of his actions.
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Playscript

Sophocles
Antigone

442 BC
Translator's Note
This translation, which has been prepared by Ian Johnston of Malaspina University-College, Nanaimo, BC, Canada, is in the public domain and may be used by
anyone, in whole or in part, without permission and without charge, provided the
source is acknowledged- released December 2003.
This text is available in the form of a Publisher file for those who would like to
print it off as a small book. There is no charge for these files. For details, please
use the following link: Publisher files.
The translator would like to acknowledge the extremely valuable help provided by
Andrew Brown's edition of Sophocles' Antigone (Aris & Philips, 1987), especially
by his editorial notes.

Note that in this translation the numbers in square brackets refer to the Greek text,
and the numbers with no brackets refer to this text. The asterisks in the text are
links to explanatory notes at the end.
This text was last revised in May 2005.
http://www.mala.be.ca/ ~ johnstoi/sophocles/antigone.htm
Background Note to the Story
When Oedipus, King ofThebes, discovered through his own investigations chat
he had killed his father and married his mother, Jocasta, he put out his own eyes,
and Jocasta killed herself Once Oedipus ceased being king of Thebes, his two sons,
Polyneices and Eteocles, agreed to alternate as king. When Eteocles refused to give
up power to Polyneices, the latter collected a foreign army of Argives and attacked
the city. In the ensuing battle, the Thebans triumphed over the invading forces,
and the two brothers killed each other, with Eteocles defending the city and Polyneices attacking it. The action of the play begins immediately after the battle. Note
that Creon is a brother of Jocasta and thus an uncle of Antigone, Ismene, Eteocles,
and Polyneices.
Sophocles
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Anrigone
Dramatis Personae
ANTIGONE: daughter of Oedipus.
ISMENE: daughter of Oedipus, sister of Antigone
CREON: king ofThebes
EURYDICE: wife of Creon
HAEM ON: son of Creon and Euridice, engaged to Antigone.
TEIRESIAS: an old blind prophet
BOY: a young lad guiding Teiresias
GUARD: a soldier serving Creon.
MESSENGER
CHORUS: Theban Elders
ATTENDANTS

[In Thebes, directly in front ofthe royal palace, which stands in the background, its
main doors facing the audience.
Enter Antigone leading Ismene away from the palace)
ANTIGONE
Now, dear Ismene, my own blood sister,
do you have any sense of all the troubles
Zeus keeps bringing on the two of us,
as long as we're alive? All that misery
which stems from Oedipus? There's no suffering,
no shame, no ruin-not one dishonourwhich I have not seen in all the troubles
you and I go through. What's this they're saying now,
something our general has had proclaimed
throughout the city? Do you know of it?
Have you heard? Or have you just missed the news?
Dishonours which better fit our enemies
are now being piled up on the ones we love.
ISMENE
I've had no word at all, Antigone,
nothing good or bad about our family,
not since we two lost both our brothers,
killed on the same day by a double blow.

10

[10]
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And since the Argive army, just last night,
has gone away, I don't know any more
if I've been lucky or face total ruin.

20

ANTIGONE
I know that. That's why I brought you here,
outside the gates, so only you can hear.
ISMENE
What is it? The way you look makes it seem
you're thinking of some dark and gloomy news.

[20]

ANTIGONE
Look-what's Creon doing with our two brothers?
He's honouring one with a full funeral
and treating the other one disgracefully!
Eteocles, they say, has had his burial
according to our customary rites,
to win him honour with the dead below.
But as for Polyneices, who perished
so miserably, an order has gone out
throughout the city-that's what people say.
He's to have no funeral or lament,
but to be left unburied and unwept,
a sweet treasure for the birds to look at,
for them to feed on to their heart's content.
That's what people say the noble Creon
has announced to you and me-I mean to meand now he's coming to proclaim the fact,
to state it clearly to those who have not heard.
For Creon chis matter's really serious.
Anyone who acts against the order
will be stoned to death before the city.
Now you know, and you'll quickly demonstrate
whether you are nobly born, or else
a girl unworthy of her splendid ancestors.
ISMENE
Oh my poor sister, if that's what's happening,
what can I say that would be any help
to ease the situation or resolve it?

30

[30]

40

50

[40]
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ANTIGONE
Think whether you will work with me in this
and act together.
ISMENE
In what kind of work?
What do you mean?
ANTIGONE
Will you help these hands
take up Polyneices' corpse and bury it?
ISMENE
What? You're going to bury Polyneices,
when that's been made a crime for all in Thebes?
ANTIGONE
Yes. I'll do my duty to my brotherand yours as well, if you're not prepared to.
I won't be caught betraying him.
ISMENE
You're too rash.
Has Creon not expressly banned that act?
ANTIGONE
Yes. But he's no right

to

60

keep me from what's mine.

ISMENE
0 dear. Think, Antigone. Consider
how our father died, hated and disgraced,
when those mistakes which his own search revealed
forced him to turn his hand against himself
and stab out both his eyes. Then that woman,
his mother and his wife-her double roledestroyed her own life in a twisted noose.
Then there's our own two brothers, both butchered
in a single day-that ill-fated pair
with their own hands slaughtered one another
and brought about their common doom.
Now, the two of us are left here quite alone.

[50]

70
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Think how we'll die far worse than all the rest,
if we defy the law and move against
the king's decree, against his royal power.
We must remember that by birth we're women,
and, as such, we shouldn't fight with men.
Since those who rule are much more powerful,
we must obey in this and in events
which bring us even harsher agonies.
So I'll ask those underground for pardonsince I'm being compelled, I will obey
those in control. That's what I'm forced to do.
It makes no sense to try to do too much.
ANTIGONE
I wouldn't urge you to. No. Not even
if you were keen to act. Doing this with you
would bring me no joy. So be what you want.
I'll still bury him. It would be fine to die
while doing that. I'll lie there with him,
with a man I love, pure and innocent,
for all my crime. My honours for the dead
must last much longer than for those up here.
I'll lie down there forever. As for you,
well, if you wish, you can show contempt
for those laws the gods all hold in honour.

[60)

80

[70)

90

ISMENE
I'm not disrespecting them. But I can't act
against the state. That's not in my nature.
ANTIGONE
Let chat be your excuse. I'm going now
to make a burial mound for my dear brother.
ISMENE
Oh poor Antigone, I'm so afraid for you.
ANTIGONE
Don't fear for me. Set your own fate in order.

[80]
100
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ISMENE
Make sure you don't reveal to anyone
what you intend. Keep it closely hidden.
I'll do the same.
ANTIGONE
No, no. Announce the factif you don't let everybody know,
I'll despise your silence even more.
ISMENE
Your heart is hot to do cold deeds.
ANTIGONE
But I know
I'll please the ones I'm duty bound to please.
ISMENE
Yes, if you can. But you're after something
which you're incapable of carrying out.

110

[90]

ANTIGONE
Well, when my strength is gone, then I'll give up.
ISMENE
A vain attempt should not be made at all.
ANTIGONE
I'll hate you if you're going to talk that way.
And you'll rightly earn the loathing of the dead.
So leave me and my foolishness alonewe'll get through this fearful thing. I won't suffer
anything as bad as a disgraceful death.
ISMENE
All right then, go , if that's what you think right.
But remember this-even though your mission
makes no sense, your friends do truly love you.
[Exit Antigone and lsmene. Enter the Chorus o/Theban elders}

120
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CHORUS
0 ray of sunlight,
most beautiful that ever shone
on Thebes, city of the seven gates,
you've appeared at last,
you glowing eye of golden day,
moving above the streams of Dirce, 1
driving into headlong flight
the white-shield warrior from Argos,
who marched here fully armed,
now forced back by your sharper power.
Against our land he marched,
sent here by the warring claims
of Polyneices, with piercing screams,
an eagle flying above our land,
covered wings as white as snow,
and hordes of warriors in arms,
helmets topped with horsehair crests.
Standing above our homes,
he ranged around our seven gates,
with threats to swallow us
and spears thirsting to kill.
Before his jaws had had their fill
and gorged themselves on Theban blood,
before Hephaistos' pine-torch flames
had seized our towers, our fortress crown,2
he went back, driven in retreat.
Behind him rings the din of warhis enemy, the Theban dragon-snake,
too difficult for him to overcome.
Zeus hates an arrogant boasting tongue.
Seeing them march here in a mighty stream,
in all their danging golden pride,
he hurled his fire and struck the man,
up there, on our battlements, as he began
to scream aloud his victory.

[100]

130

[11 OJ

140

[120]

150

[130]
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The man swing down, torch still in hand,
and smashed into unyielding earththe one who not so long ago attacked,
who launched his furious, enraged assault,
to blast us, breathing raging storms.
But things turned out not as he'd hoped.
Great war god Ares assisted ushe smashed them down and doomed them all
to a very different fate.
Seven captains at seven gates
matched against seven equal warriors
paid Zeus their full bronze tribute,
the god who turns the battle tide,
all but that pair of wretched men,
born of one father and one mother, toowho set their conquering spears against each other
and then both shared a common death.
Now victory with her glorious name
has come, bringing joy to well-armed Thebes.
The battle's done-let's strive now to forget
with songs and dancing all night long,
with Bacchus leading us to make Thebes shake.

160

[140]

170

[150]

[The palace doors are thrown open and guards appear at the doors}
But here comes Creon, new king of our land,
son of Menoikeos. Thanks to the gods,
who've brought about our new good fortune.
What plan of action does he have in mind?
What's made him hold this special meeting,
with elders summoned by a general call?

[Enter Creon ftom the palace. He addresses the assembled elders}
CREON
Men, after much tossing of our ship of state,
the gods have safely set things right again.
Of all the citizens I've summoned you,
because I know how well you showed respect

180

[160]
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for the eternal power of the throne,
first with Laius and again with Oedipus,
once he restored our city. 3 When he died,
you stood by his children, firm in loyalty.
Now his sons have perished in a single day,
killing each other with their own two hands,
a double slaughter, stained with brother's blood.
And so I have the throne, all royal power,
for I'm the one most closely linked by blood
to those who have been killed. It's impossible
to really know a man, to know his soul,
his mind and will, before one witnesses
his skill in governing and making laws.
For me, a man who rules the entire state
and does not take the best advice there is,
but through fear keeps his mouth forever shut,
such a man is the very worst of menand always will be. And a man who thinks
more highly of a friend than of his country,
well, he means nothing to me. Let Zeus know,
the god who always watches everything,
I would not stay silent ifl saw disaster
moving here against the citizens,
a threat to their security. For anyone
who acts against the state, its enemy,
I'd never make my friend. For I know well
our country is a ship which keeps us safe,
and only when it sails its proper course
do we make friends. These are the principles
I'll use in order to protect our state.
That's why I've announced to all citizens
my orders for the sons of OedipusEteocles, who perished in the fight
to save our city, the best and bravest
of our spearmen, will have his burial,
with all those purifying rituals
which accompany the noblest corpses,
as they move below. As for his brotherthat Polyneices, who returned from exile,
eager to wipe out in all-consuming fire
his ancestral city and its native gods,

190

[170]

200

[180]

210

[190]

220

[200]
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keen to seize upon his family's blood
and lead men into slavery-for him,
the proclamation in the state declares
he'll have no burial mound, no funeral rites,
and no lament. He'll be left unburied,
his body there for birds and dogs to eat,
a clear reminder of his shameful fate.
That's my decision. For I'll never act
to respect an evil man with honours
in preference to a man who's acted well.
Anyone who's well disposed towards our state,
alive or dead, that man I will respect.

230

240
[210

CHORUS
Son of Menoikeos, if that's your will
for this city's friends and enemies,
it seems to me you now control all laws
concerning those who've died and us as wellthe ones who are still living.

CREON
See to it then,
and act as guardians of what's been proclaimed.

CHORUS
Give that task to younger men to deal with.

CREON
There are men assigned to oversee the corpse.

CHORUS
Then what remains that you would have us do?

250

CREON
Don't yield to those who contravene my orders.

CHORUS
No one is such a fool that he loves death.

CREON
Yes, that will be his full reward, indeed.

[220]
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And yet men have often been destroyed
because they hoped to profit in some way.

[Enter a guard, coming towards the palace}
GUARD
My lord, I can't say I've come out of breath
by running here, making my feet move fast.
Many times I stopped to think things overand then I'd turn around, retrace my steps.
My mind was saying many things to me,
"You fool, why go to where you know for sure
your punishment awaits?"-"And now, poor man,
why are you hesitating yet again?
If Creon finds this out from someone else,
how will you escape being hurt?" Such matters
kept my mind preoccupied. And so I went,
slowly and reluctantly, and thus made
a short road turn into a lengthy one.
But then the view that I should come to you
won out. If what I have to say is nothing,
I'll say it nonetheless. For I've come here
clinging to the hope that I'll not suffer
anything that's not part of my destiny.

260

[230]

270

CREON
What's happening that's made you so upset?

GUARD
I want to tell you first about myself
I did not do it. And I didn't see
the one who did. So it would be unjust
ifl should come to grief
CREON
You hedge so much.
Clearly you have news of something ominous.

[240]
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GUARD
Yes. Strange things that make me pause a lot.

280

CREON
Why not say it and then go-just leave.

GUARD
All right, I'll tell you. Ir's about the corpse.
Someone has buried it and disappeared,
after spreading thirsty dust onto the flesh
and undertaking all appropriate rites.

CREON
What are you saying? What man would dare this?

GUARD
I don't know. There was no sign of digging,
no marks of any pick axe or a mattock.
The ground was dry and hard and very smooth,
without a wheel track. Whoever did it
left no trace. When the first man on day watch
revealed it to us, we were all amazed.
The corpse was hidden, but not in a tomb.
It was lightly covered up with dirt,
as if someone wanted to avert a curse.
There was no trace of a wild animal
or dogs who'd come to rip the corpse apart.
Then the words flew round among us all,
with every guard accusing someone else.
We were about to fight, to come to blowsno one was there to put a stop to it.
Every one of us was responsible,
but none of us was clearly in the wrong.
In our defence we pleaded ignorance.
Then we each stated we were quite prepared
to pick up red-hot iron, walk through flames,
or swear by all the gods that we'd not done it,
we'd no idea how the act was planned,
or how it had been carried out. At last,
when all our searching had proved useless,
one man spoke up, and his words forced us all

[250]
290

[260
300

310

Barnett 16

to drop our faces to the ground in fear.
We couldn't see things working out for us,
whether we agreed or disagreed with him.
He said we must report this act to youwe must not hide it. And his view prevailed.
I was the unlucky man who won the prize,
the luck of the draw. That's why I'm now here,
not of my own free will or by your choice.
I know chat-for no one likes a messenger
who comes bearing unwelcome news with him.

[270]

320

CHORUS
My lord, I've been wondering for some time nowcould this act not be something from the gods?
CREON
Stop now-before what you're about to say
enrages me completely and reveals
that you're not only old but stupid, too.
No one can tolerate what you've just said,
when you claim gods might care about this corpse.
Would they pay extraordinary honours
and bury as a man who'd served them well
someone who came to burn their offerings,
their pillared temples, to torch their lands
and scatter all its laws? Or do you see
gods paying respect to evil men? No, no.
For quite a while some people in the town
have secretly been muttering against me.
They don't agree with what I have decreed.
They shake their heads and have not kept their necks
under my yoke, as they are duty bound to do
if they were men who are content with me.
I well know that these guards were led astraysuch men urged them to carry out this act
for money. To foster evil actions,
to make them commonplace among all men,
nothing is as powerful as money.
It destroys cities, driving men from home.
Money trains and twists the minds in worthy men,
so they then undertake disgraceful acts.

[280]

330

[290]

340

Barnett 17

Money teaches men to live as scoundrels,
familiar with every profane enterprise.
But those who carry out such acts for cash
sooner or later see how for their crimes
they pay the penalty. For if great Zeus
still has my respect, then understand thisI swear to you on oath-unless you find
the one whose hands really buried him,
unless you bring him here before my eyes,
then death for you will never be enough.
No, not before you're hung up still alive
and you confess to chis gross, violent act.
That way you'll understand in future days,
when there's a profit to be gained from theft,
you'll learn that it's not good to be in love
with every kind of monetary gain.
You'll know more men are ruined than are saved
when they earn profits from dishonest schemes.

[300]
350

360
[310]

GUARD
Do I have your permission to speak now,
or do I just turn around and go away?
CREON
But I find your voice so irritatingdon't you realize that?
GUARD
Where does it hurt?
Is it in your ears or in your mind?
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CREON
Why try to question where I feel my pain?
GUARD
The man who did it-he upsets your mind.
I offend your ears.
CREON
My, my, it's clear to see
it's natural for you to chatter on.

[320]
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GUARD
Perhaps. But I never did this.

CREON
This and moreyou sold your life for silver.

GUARD
How strange and sad
when the one who sorts this out gets it all wrong.

CREON
Well, enjoy your sophisticated views.
But if you don't reveal to me who did this,
you'll just confirm how much your treasonous gains
have made you suffer.
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[Exit Creon back into the palace. The doors close behind him}
GUARD
Well, I hope he's found.
That would be best. But whether caught or notand that's something sheer chance will bring aboutyou won't see me coming here again.
This time, against all hope and expectation,
I'm still unhurt. I owe the gods great thanks.

[330]

[Exit the Guard away from the palace}

CHORUS
There are many strange and wonderful things,
but nothing more strangely wonderful than man.
He moves across the white-capped ocean seas
blasted by winter storms, carving his way
under the surging waves engulfing him.
With his teams of horses he wears down
the unwearied and immortal earth,
the oldest of the gods, harassing her,
as year by year his ploughs move back and forth.
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He snares the light-winged flocks of birds,
herds of wild beasts, creatures from deep seas,
trapped in the fine mesh of his hunting nets.
0 resourceful man, whose skill can overcome
ferocious beasts roaming mountain heights.
He curbs the rough-haired horses with his bit
and tames the inexhaustible mountain bulls,
setting their savage necks beneath his yoke.
He's taught himself speech and wind-swift thought,
trained his feelings for communal civic life,
learning to escape the icy shafts of frost,
volleys of pelting rain in winter storms,
the harsh life lived under the open sky.
That's man-so resourceful in all he does.
There's no event his skill cannot confrontother than death-that alone he cannot shun,
although for many baffling sicknesses
he has discovered his own remedies.

400
[350]
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The qualities of his inventive skills
bring arts beyond his dreams and lead him on,
sometimes to evil and sometimes to good.
If he treats his country's laws with due respect
and honours justice by swearing on the gods,
he wins high honours in his city.
But when he grows bold and turns to evil,
then he has no city. A man like thatlet him not share my home or know my mind.

[360]

420
[370]

[Enter the Guard, bringing Antigone with him. She is not resisting)
CHORUS
What this? I fear some omen from the gods.
I can't deny what I see here so clearlythat young girl there-it's Antigone.
Oh you poor girl, daughter of Oedipus,
child of a such a father, so unfortunate,
what's going on? Surely they've not brought you here
because you've disobeyed the royal laws,
because they've caught you acting foolishly?
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GUARD
This here's the one who carried out the act.
We caught her as she was burying the corpse.
Where's Creon?

[The palace doors open. Enter Creon with attendants}
CHORUS
He's coming from the houseand just in time.
CREON
Why have I come "just in time"?
What's happening? What is it?
GUARD
My lord,
human beings should never take an oath
there's something they'll not do-for later thoughts
contradict what they first meant. I'd have sworn
I'd not soon venture here again. Back then,
the threats you made brought me a lot of grief.
But there's no joy as great as what we pray for
against all hope. And so I have come back,
breaking that oath I swore. I bring this girl,
captured while she was honouring the grave.
This time we did not draw lots. No. This time
I was the lucky man, not someone else.
And now, my lord, take her for questioning.
Convict her. Do as you wish. As for me,
by rights I'm free and clear of all this trouble.
CREON
This girl here-how did you catch her? And where?
GUARD
She was burying that man. Now you know
all there is to know.
CREON
Do you understand
just what you're saying? Are your words the truth?

[390)
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GUARD
We saw this girl giving chat dead man's corpse
full burial rites-an act you'd made illegal.
Is what I say simple and clear enough?

CREON
How did you see her, catch her in the act?

GUARD
It happened this way. When we got there,
after hearing those awful threats from you,
we swept off all the dust covering the corpse,
so the damp body was completely bare.
Then we sat down on rising ground up wind,
to escape the body's putrid rotting stench.
We traded insults just to stay awake,
in case someone was careless on the job.
That's how we spent the time right up 'cil noon,
when the sun's bright circle in the sky
had moved half way and it was burning hot.
Then suddenly a swirling windstorm came,
whipping clouds of dust up from the ground,
filling the plain-some heaven-sent trouble.
In chat level place the dirt storm damaged
all the forest growth, and the air around
was filled with dust for miles. We shut our mouths
and just endured this scourge sent from the gods.
A long time passed. The storm came to an end.
That's when we saw the girl. She was shriekinga distressing painful cry, just like a bird
who's seen an empty nest, its fledglings gone.
That's how she was when she saw the naked corpse.
She screamed out a lament, and then she swore,
calling evil curses down upon the ones
who'd done this. Then right away her hands
threw on the thirsty dust. She lifted up
a finely made bronze jug and then three times
poured out her tributes to the dead.
When we saw chat, we rushed up right away
and grabbed her. She was not afraid at all.
We charged her with her previous offence
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as well as this one. She just kept standing there,
denying nothing. That made me happythough it was painful, too. For it's a joy
escaping troubles which affect oneself,
but painful to bring evil on one's friends.
But all that is of less concern to me
than my own safety.

[440]

CREON
You there-you with your face
bent down towards the ground, what do you say?
Do you deny you did this or admit it?
ANTIGONE
I admit I did it. I won't deny that.

500

CREON [to the Guard]
You're dismissed-go where you want. You're freeno serious charges made against you.
[Exit the Guard. Creon turns to interrogate Antigone}

Tell me briefly-not in some lengthy speechwere you aware there was a proclamation
forbidding what you did?
ANTIGONE
I'd heard of it.
How could I not? It was public knowledge.
CREON
And yet you dared to break those very laws?
ANTIGONE
Yes. Zeus did not announce those laws to me.
And Justice living with the gods below
sent no such laws for men. I did not think
anything which you proclaimed strong enough
to let a mortal override the gods
and their unwritten and unchanging laws.
They're not just for today or yesterday,

[450]
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but exist forever, and no one knows
where they first appeared. So I did not mean
to let a fear of any human will
lead to my punishment among the gods.
I know all too well I'm going to diehow could I not?-it makes no difference
what you decree. And if I have to die
before my time, well, I count that a gain.
When someone has to live the way I do,
surrounded by so many evil things,
how can she fail to find a benefit
in death? And so for me meeting this fate
won't bring any pain. But if I'd allowed
my own mother's dead son to just lie there,
an unburied corpse, then I'd feel distress.
What going on here does not hurt me at all.
If you think what I'm doing now is stupid,
perhaps I'm being charged with foolishness
by someone who's a fool.

[460]
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[470]

CHORUS
It's clear enough
the spirit in this girl is passionateher father was the same. She has no sense
of compromise in times of trouble.
CREON
But you should know the most obdurate wills
are those most prone to break. The strongest iron
tempered in the fire to make it really hardthat's the kind you see most often shatter.
I'm well aware the most tempestuous horses
are tamed by one small bit. Pride has no place
in anyone who is his neighbour's slave.
This girl here was already very insolent
in contravening laws we had proclaimed.
Here she again displays her proud contempthaving done the act, she now boasts of it.
She laughs at what she's done. Well, in this case,
if she gets her way and goes unpunished,
then she's the man here, not me. No. She may be
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my sister's child, closer to me by blood
than anyone belonging to my house
who worships Zeus Herkeios in my home, 4
but she'll not escape my harshest punishmenther sister, too, whom I accuse as well.
She had an equal part in all their plans
to do this burial. Go summon her here.
I saw her just now inside the palace,
her mind out of control, some kind of fit.
When people hatch their mischief in the dark
their minds often convict them in advance,
betraying their treachery. How I despise
a person caught committing evil acts
who then desires to glorify the crime.

[490)

560

ANTIGONE
Take me and kill me-what more do you want?
CREON
Me? Nothing. With that I have everything.
ANTIGONE
Then why delay? There's nothing in your words
that I enjoy-may that always be the case!
And what I say displeases you as much.
But where could I gain greater glory
than setting my own brother in his grave?
All those here would confirm this pleases them
if their lips weren't sealed by fear-being king,
which offers all sorts of various benefits,
means you can talk and act just as you wish.
CREON
In all of Thebes, you're the only one
who looks at things that way.
ANTIGONE
They share my views,
but they keep their mouths shut just for you.

[500)
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CREON
These views of yours-so different from the restdon't they bring you any sense of shame?
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[510]

ANTIGONE
No-there's nothing shameful in honouring
my mother's children.
CREON
You had a brother
killed fighting for the other side.
ANTIGONE
Yes-from the same mother and father, too.
CREON
Why then give tributes which insult his name?
ANTIGONE
But his dead corpse won't back up what you say.
CREON
Yes, he will, if you give equal honours
to a wicked man.
ANTIGONE
But the one who died
was not some slave-it was his own brother.
CREON
Who was destroying this country-the other one
went to his death defending it.
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ANTIGONE
That may be,
but Hades still desires equal rites for both. 5
CREON
A good man does not wish what we give him
to be the same an evil man receives.

[520]
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ANTIGONE
Who knows? In the world below perhaps
such actions are no crime.
CREON
An enemy can never be a friend, not even in death.
ANTIGONE
But my nature is

to

love. I cannot hate.

CREON
Then go down to the dead. If you must love,
love them. No woman's going to govern meno, no-not while I'm still alive.

600

[Enter two attendants from the house bringing Ismene to Creon}

CHORUS
Ismene's coming. There-right by the door.
She's crying. How she must love her sister!
From her forehead a cloud casts its shadow
down across her darkly flushing faceand drops its rain onto her lovely cheeks.
CREON
You there-you snake lurking in my house,
sucking out my life's blood so secretly.
I'd no idea I was nurturing two pests,
who aimed to rise against my throne. Come here.
Tell me this-do you admit you played your part
in this burial, or will you swear an oath
you had no knowledge of it?
ISMENE
I did itI admit it, and she'll back me up.
So I bear the guilt as well.
ANTIGONE
No, nojustice will not allow you to say that.

[530]
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You didn't want to. I didn't work with you.
ISMENE
But now you're in trouble, I'm not ashamed
of suffering, too, as your companion.
ANTIGONE
Hades and the dead can say who did itI don't love a friend whose love is only words.

[540]

620

ISMENE
You're my sister. Don't dishonour me.
Let me respect the dead and die with you.
ANTIGONE
Don't try to share my death or make a claim
to actions which you did not do. I'll dieand that will be enough.
ISMENE
But if you're gone,
what is there in life for me to love?
ANTIGONE
Ask Creon. He's the one you care about.

ISMENE
Why hurt me like this? It doesn't help you.
ANTIGONE
Ifl am mocking you, it pains me, too.
ISMENE
Even now is there some way I can help?
ANTIGONE
Save yourself I won't envy your escape.
ISMENE
I feel so wretched leaving you to die.
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ANTIGONE
But you chose life-it was my choice to die.
ISMENE
But not before I'd said those words just now.
ANTIGONE
Some people may approve of how you thinkothers will believe my judgment's good.
ISMENE
But the mistake's the same for both of us.
ANTIGONE
Be brave. You're alive. But my spirit died
some time ago so I might help the dead

640

[560]

CREON
I'd say one of these girls has just revealed
how mad she is-the other's been that way
since she was born.
ISMENE
My lord, whatever good sense
people have by birth no longer stays with them
once their lives go wrong-it abandons them.
CREON
In your case, that's true, once you made your choice
to act in evil ways with wicked people.
ISMENE
How could I live alone, without her here?
CREON
Don't speak of her being here. Her life is over.
ISMENE
You're going to kill your own son's bride?
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CREON
Why not? There are other fields for him to plough.
ISMENE
No one will make him a more loving wife than she will.
CREON
I have no desire my son should have an evil wife.
ANTIGONE
Dearest Haemon, how your father wrongs you.
CREON
I've had enough of this-you and your marriage.
ISMENE
You really want that? You're going to take her from him?
CREON
No, not me. Hades is the one who'll stop the marriage.
CHORUS
So she must die-that seems decided on.
CREON
Yes-for you and me the matter's closed.
No more delay. You, take them inside.
From this point on they must act like women
and have no liberty to wander off
Even bold men run when they see Hades
coming close to them to snatch their lives.
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[580]

[The attendants take Antigone and Ismene into the palace,
leaving Creon and the Chorus on stage}

CHORUS
Those who live without tasting evil
have happy lives-for when the gods
shake a house to its foundations,
then inevitable disasters strike,
falling upon whole families,
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just as a surging ocean swell
running before cruel Thracian winds
across the dark trench of the sea
churns up the deep black sand
and crashes headlong on the cliffs,
which scream in pain against the wind.
I see this house's age-old sorrows,
the house of Labdakos' children, 6
sorrows falling on the sorrows of the dead,
one generation bringing no relief
to generations after it-some god
strikes at them-on and on without an end.
For now the light which has been shining
over the last roots of Oedipus' house
is being cut down with a bloody knife
belonging to the gods belowfor foolish talk and frenzy in the soul.
Oh Zeus, what human trespasses
can check your power? Even Sleep,
who casts his nets on everything,
cannot master that-nor can the months,
the tireless months the gods control.
A sovereign who cannot grow old,
you hold Olympus as your own,7
in all its glittering magnificence.
From now on into all future time,
as in the past, your law holds firm .
It never enters lives of human beings
in its full force without disaster.
Hope ranging far and wide brings comfort
to many men-but then hope can deceive,
delusions born of volatile desire.
It comes upon the man who's ignorant
until his foot is seared in burning fire.
Someone's wisdom has revealed to us
this famous saying-sometimes the gods
lure a man's mind forward to disaster,
and he thinks evil's something good.
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But then he lives only the briefest time
free of catastrophe.

[The palace doors open}
CHORUS
Here comes Haemon,
your only living son. Is he grieving
the fate of Antigone, his bride,
bitter that his marriage hopes are gone?

710

[630]

CREON
We'll soon find out-more accurately
than any prophet here could indicate.
[Enter Haemon from the palace}
My son, have you heard the sentence that's been passed
upon your bride? And have you now come here
angry at your father? Or are you loyal to me,
on my side no matter what I do?
HAEMON
Father, I'm yours. For me your judgments
and the ways you act on them are goodI shall follow them. I'll not consider
any marriage a greater benefit
than your fine leadership.

CREON
Indeed, my son,
that's how your heart should always be resolved,
to stand behind your father's judgment
on every issue. That's what men pray forobedient children growing up at home
who will pay back their father's enemies,
evil to them for evil done to him,
while honouring his friends as much as he does.
A man who fathers useless childrenwhat can one say of him except he's bred
troubles for himself, and much to laugh at
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for those who fight against him? So, my son,
don't ever throw good sense aside for pleasure,
for some woman's sake. You understand
how such embraces can turn freezing cold
when an evil woman shares your life at home.
What greater wound is there than a false friend?
So spit this girl our-she's your enemy.
Let her marry someone else in Hades.
Since I caught her clearly disobeying,
the only culprit in the entire city,
I won't perjure myself before the state.
No-I'll kill her. And so lee her appeal
co Zeus, the god of blood relationships.
If I foster any lack of full respect
in my own family, I surely do the same
with those who are not linked to me by blood.
The man who acts well with his household
will be found a just man in the cicy. 8
I'd trust such a man to govern wisely
or to be content with someone ruling him.
And in the chick of battle at his post
he'll stand firm beside his fellow soldier,
a loyal, brave man. But anyone who's proud
and violates our laws or thinks he'll tell
our leaders what to do, a man like that
wins no praise from me. No. We must obey
whatever man the city puts in charge,
no matter what the issue-great or small,
just or unjust. For there's no greater evil
than a lack of leadership. That destroys
whole cities, turns households into ruins,
and in war makes soldiers break and run away.
When men succeed, what keeps their lives secure
in almost every case is their obedience.
Thar's why they must support those in control,
and never lee some woman beat us down.
If we must fall from power, let that come
at some man's hand-at least, we won't be called
inferior co any woman.
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CHORUS
Unless we're being deceived by our old age,
what you've just said seems reasonable to us.

HAEMON
Father, the gods instill good sense in menthe greatest of all the things which we possess.
I could not find your words somehow not rightI hope that's something I never learn to do.
But other words might be good, as well.
Because of who you are, you can't perceive
all the things men say or do-or their complaints.
Your gaze makes citizens afraid-they can't
say anything you would not like to hear.
But in the darkness I can hear them talkthe city is upset about the girl.
They say of all women here she's least deserves
the worst of deaths for her most glorious act.
When in the slaughter her own brother died,
she did not just leave him there unburied,
to be ripped apart by carrion dogs or birds.
Surely she deserves some golden honour?
That's the dark secret rumour people speak.
For me, father, nothing is more valuable
than your well being. For any children,
what could be a greater honour to them
than their father's thriving reputation?
A father feels the same about his sons.
So don't let your mind dwell on just one thought,
that what you say is right and nothing else.
A man who thinks that only he is wise,
that he can speak and think like no one else,
when such men are exposed, then all can see
their emptiness inside. For any man,
even if he's wise, there's nothing shameful
in learning many things, staying flexible.
You notice how in winter floods the trees
which bend before the storm preserve their twigs.
The ones who stand against it are destroyed,
root and branch. In the same way, those sailors
who keep their sails stretched tight, never easing off,
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make their ship capsize-and from that point on
sail with their rowing benches all submerged.
So end your anger. Permit yourself to change.
For if I, as a younger man, may state
my views, I'd say it would be for the best
if men by nature understood all thingsif not, and that is usually the case,
when men speak well, it good to learn from them.
CHORUS
My lord, if what he's said is relevant,
it seems appropriate to learn from him,
and you too, Haemon, listen to the king.
The things which you both said were excellent.

[720)
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CREON
And men my age-are we then going to school
to learn what's wise from men as young as him?
HAEMON
There's nothing wrong in that. And if I'm young,
don't think about my age-look at what I do.
CREON
And what you do-does that include this,
honouring those who act against our laws?
HAEMON
I would not encourage anyone
to show respect to evil men.
CREON
And her-is she not suffering from the same disease?
HAEMON
The people here in Thebes all say the samethey deny she is.
CREON
So the city now will instruct me how I am to govern?
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HAEMON
Now you're talking like someone far too young.
Don't you see that?

CREON
Am I

to

rule this land at someone else's whim or by myself?

HAEMON
A city which belongs to just one man is no true city.

CREON
According to our laws, does not the ruler own the city?
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HAEMON
By yourself you'd make an excellent king but in a desert.

CREON
It seems as if this boy
is fighting on the woman's side.

[740]

HAEMON
That's true-if you're the woman. I'm concerned for you.

CREON
You're the worst there is-you set your judgment up
against your father.

HAEMON
No, not when I see
you making a mistake and being unjust.

CREON
Is it a mistake to honour my own rule?

HAEMON
You're not honouring that by trampling on
the gods' prerogatives.
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CREON
You foul creature-you're worse than any woman.

HAEMON
You'll not catch me giving way to some disgrace.

CREON
But your words all speak on her behalf.

HAEMON
And yours and mine-and for the gods below.

CREON
You woman's slave-don't try to win me over.

HAEMON
What do you want-to speak and never hear someone reply? 9

CREON
You'll never marry her while she's alive.

[750]

HAEMON
Then she'll die-and in her death kill someone else.

CREON
Are you so insolent you threaten me?

HAEMON
Where's the threat in challenging a bad decree?

CREON
You'll regret parading what you think like thisyou-a person with an empty brain!

HAEMON

If you were not my father, I might say
you were not thinking straight.

CREON
Would you, indeed?
Well, then, by Olympus, I'll have you know
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you'll be sorry for demeaning me
with all these insults.
Go bring her outthat hateful creature, so she can die right here,
with him present, before her bridegroom's eyes.

[760]
870

HAEMON
No. Don't ever hope for that. She'll not die
with me just standing there. And as for youyour eyes will never see my face again.
So let your rage charge on among your friends
who want to stand by you in this.
[Exit Haemon, running back into the palace}

CHORUS
My lord, Haemon left in such a hurry.
He's angry-in a young man at his age
the mind turns bitter when he's feeling hurt.
CREON
Let him dream up or carry out great deeds
beyond the power of man, he'll not save these girlstheir fate is sealed.
CHORUS
Are you going to kill them both?
CREON
No-not the one whose hands are clean. You're right.
CHORUS
How do you plan to kill Antigone?
CREON
I'll take her on a path no people use,
and hide her in a cavern in the rocks,
while still alive. I'll set out provisions,
as much as piety requires, to make sure
the city is not totally corrupted. 10
Then she can speak her prayers to Hades,
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the only god she worships, for success
avoiding death-or else, at least, she'll learn,
although coo late, how it's a waste of time
co work to honour those whom Hades holds.
CHORUS
0 Eros, the conqueror in every fight, 11
Eros, who squanders all men's wealth,
who sleeps at night on girls' soft cheeks,
and roams across the ocean seas
and through the shepherd's hutno immortal god escapes from you,
nor any man, who lives but for a day.
And the one whom you possess goes mad.
Even in good men you twist their minds,
perverting them co their own ruin.
You provoke these men to family strife.
The bride's desire seen glittering in her eyesthat conquers everything, its power
enthroned beside eternal laws, for there
the goddess Aphrodite works her will,
whose ways are irresistible. 12
When I look at her I forget my place.
I lose restraint and can't hold back my tearsAntigone going to her bridal room
where all are laid co rest in death.
ANTIGONE
Look at me, my native citizens,
as I go on my final journey,
as I gaze upon the sunlight one last time,
which I'll never see again-for Hades,
who brings all people to their final sleep,
leads me on, while I'm still living,
down to the shores of Acheron. 13
I've not yet had my bridal chant,
nor has any wedding song been sungfor my marriage is co Acheron.
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CHORUS
Surely you carry fame with you and praise,
as you move to the deep home of the dead.
You were not stricken by lethal disease
or paid your wages with a sword.
No. You were in charge of your own fate.
So of all living human beings, you alone
make your way down to Hades still alive.
ANTIGONE
I've heard about a guest of ours,
daughter of Tantalus, from Phrygiashe went to an excruciating death
in Sipylus, right on the mountain peak.
The stone there, just like clinging ivy,
wore her down, and now, so people say,
the snow and rain never leave her there,
as she laments. Below her weeping eyes
her neck is wet with tears. God brings me
to a final rest which most resembles hers.

[820]
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CHORUS
But Niobe was a goddess, born divineand we are human beings, a race which dies.
But still, it's a fine thing for a woman,
once she's dead, to have it said she shared,
in life and death, the fate of demi-gods. 14
ANTIGONE
Oh, you are mocking me! Why meby our fathers' gods-why do you all,
my own city and the richest men of Thebes,
insult me now right to my face,
without waiting for my death?
Well at least I have Dirce's springs,
the holy grounds of Thebes,
a city full of splendid chariots,
to witness how no friends lament for me
as I move on-you see the laws
which lead me to my rock-bound prison,
a tomb made just for me. Alas!
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In my wretchedness I have no home,
not with human beings or corpses,
not with the living or the dead.

[850]
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CHORUS
You pushed your daring to the limit, my child,
and tripped against Justice's high altarperhaps your agonies are paying back
some compensation for your father. 15
ANTIGONE
Now there you touch on my most painful thoughtmy father's destiny-always on my mind,
along with that whole fate which sticks to us,
the splendid house ofLabdakos-the curse
arising from a mother's marriage bed,
when she had sex with her own son, my father.
From what kind of parents was I born,
their wretched daughter? I go to them,
unmarried and accursed, an outcast.
Alas, too, for my brother Polyneices,
who made a fatal marriage and then diedand with that death killed me while still alive. 16

CHORUS
To be piously devout shows reverence,
but powerful men, who in their persons
incorporate authority, cannot bear
anyone to break their rules. Hence, you die
because of your own selfish will.
ANTIGONE
Without lament, without a friend,
and with no marriage song, I'm being led
in this miserable state, along my final road.
So wretched that I no longer have che right
to look upon the sun, that sacred eye.
But my face prompts no tears, and no friend mourns.
CREON
Don't you know that no one faced with death
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would ever stop the singing and the groans,
if that would help? Take her and shut her up,
as I have ordered, in her tomb's embrace.
And get it done as quickly as you can.
Then leave her there alone, all by herselfshe can sort out whether she wants suicide
or remains alive, buried in a place like that.
As far as she's concerned, we bear no guilt.
But she's lost her place living here with us. 17
ANTIGONE
Oh my tomb and bridal chambermy eternal hollow dwelling place,
where I go to join my people. Most of them
have perished-Persephone has welcomed them
among the dead. 18 I'm the last one, dying here
the most evil death by far, as I move down
before the time allotted for my life is done.
But I go nourishing the vital hope
my father will be pleased to see me come,
and you, too, my mother, will welcome me,
as well as you, my own dear brother.
When you died, with my own hands I washed you.
I arranged your corpse and at the grave mound
poured out libations. But now, Polyneices,
this is my reward for covering your corpse. 19
However, for wise people I was right
to honour you. I'd never have done it
for children of my own, not as their mother,
nor for a dead husband lying in decayno, not in defiance of the citizens.
What law do I appeal to, claiming this?
If my husband died, there'd be another one,
and ifl were to lose a child of mine
I'd have another with some other man.
But since my father and my mother, too,
are hidden away in Hades' house,
I'll never have another living brother.
That was the law I used to honour you.
But Creon thought that I was in the wrong
and acting recklessly for you, my brother.
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Now he seizes me by force and leads me hereno wedding and no bridal song, no share
in married life or raising children.
Instead I go in sorrow to my grave,
without my friends, to die while still alive.
What holy justice have I violated?
In my wretchedness, why should I still look
up to the gods? Which one can I invoke
to bring me help, when for my reverence
they charge me with impiety? Well, then,
if this is something fine among the gods,
I'll come to recognize that I've done wrong.
But if these people here are being unjust
may they endure no greater punishment
than the injustices they're doing to me.
CHORUS
The same storm blasts continue to attack
the mind in this young girl.
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CREON
Then those escorting her will be sorry they're so slow.
ANTIGONE
Alas, then, those words mean death is very near at hand.
CREON
I won't encourage you or cheer you,
by saying the sentence won't be carried out.
ANTIGONE
0 city of my fathers
in this land of Thebesand my ancestral gods,
I am being led away.
No more delaying for me.
Look on me, you lords of Thebes,
the last survivor of your royal house,
see what I have to undergo,
the kind of men who do this to me,
for paying reverence to true piety.
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[Antigone is fed away under escort}
CHORUS
In her brass-bound room fair Danae as well
endured her separation from the heaven's light,
a prisoner hidden in a chamber like a tomb,
although she, too , came from a noble line. 20
And she, my child, had in her care
the liquid streaming golden seed of Zeus.
But the power of fate is full of mystery.
There's no evading it, no, not with wealth,
or war, or walls, or black sea-beaten ships.
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And the hot-tempered child of Dryas,
king of the Edonians, was put in prison,
closed up in the rocks by Dionysus,
for his angry mocking of the god. 21
There the dreadful flower of his rage
slowly withered, and he came to know
the god who in his frenzy he had mocked
with his own tongue. For he had tried
to hold in check women in that frenzy
inspired by the god, the Bacchanalian fire.
More than that-he'd made the Muses angry,
challenging the gods who love the flute. 22
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Beside the black rocks where the twin seas meet,
by Thracian Salmydessos at the Bosphorus, 23
close to the place where Ares dwells,
the war god witnessed the unholy wounds
which blinded the two sons of Phineus,
inflicted by his savage wife-the sightless holes
cried out for someone to avenge those blows
made with her sharpened comb in blood-stained hands. 24

In their misery they wept, lamenting
their wretched suffering, sons of a mother
whose marriage had gone wrong. And yet,
she was an offspring of an ancient family,
che race of Erechtheus, raised fa r away,
in caves surrounded by her father's winds,
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Boreas' child, a girl who raced with horses
across steep hills-child of the gods.
But she, too, my child, suffered much
from the immortal Fates. 25

[Enter Teiresias, led by a young boy}
TEIRESIAS
Lords of Thebes, we two have walked a common path,
one person's vision serving both of us.
The blind require a guide to find their way.

1100

[990]

CREON
What news do you have, old Teiresias?
TEIRESIAS
I'll tell you-and you obey the prophet.
CREON
I've not rejected your advice before.
TEIRESIAS
That's the reason why you've steered the city
on its proper course.
CREON
From my experience
I can confirm the help you give.
TEIRESIAS
Then know this-your luck is once more on fate's razor edge.
CREON
What? What you've just said makes me nervous.
TEIRESIAS
You'll know-once you hear the tokens of my art.
As I was sitting in my ancient place
receiving omens from the flights of birds
who all come there where I can hear them,
I note among those birds an unknown cry-
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evil, unintelligible, angry screaming.
I knew that they were tearing at each other
with murderous claws. The noisy wings
revealed that all too well. I was afraid.
So right away up on the blazing altar
I set up burnt offerings. But Hephaestus
failed to shine out from the sacrificedark slime poured out onto the embers,
oozing from the thighs, which smoked and spat,
bile was sprayed high up into the air,
and the melting thighs lost all the fat
which they'd been wrapped in. The rites had failedthere was no prophecy revealed in them.
I learned that from this boy, who is my guide,
as I guide other men. 26 Our state is sickyour policies have done this. In the city
our altars and our hearths have been defiled,
all of them, with rotting flesh brought there
by birds and dogs from Oedipus' son,
who lies there miserably dead. The gods
no longer will accept our sacrifice,
our prayers, our thigh bones burned in fire.
No bird will shriek out a clear sign to us,
for they have gorged themselves on fat and blood
from a man who's dead. Consider this, my son.
All men make mistakes-that's not uncommon.
But when they do, they're no longer foolish
or subject to bad luck if they try to fix
the evil into which they've fallen,
once they give up their intransigence.
Men who put their stubbornness on show
invite accusations of stupidity.
Make concessions to the dead-don't ever stab
a man who's just been killed. What's the glory
in killing a dead person one more time?
I've been concerned for you. It's good advice.
Learning can be pleasant when a man speaks well,
especially when he seeks your benefit.
CREON
Old man, you're all like archers shooting at me-
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For you all I've now become your targeteven prophets have been aiming at me.
I've long been bought and sold as merchandise
among that tribe. Well, go make your profits.
If it's what you want, then trade with Sardis
for their golden-silver alloy-or for gold
from India, but you'll never hide that corpse
in any grave. Even if Zeus' eagles
should choose to seize his festering body
and take it up, right to the throne of Zeus,
not even then would I, in trembling fear
of some defilement, permit that corpse
a burial. For I know well chat no man
has the power to pollute the gods.
But, old Teiresias, among human beings
the wisest suffer a disgraceful fall
when, to promote themselves, they use fine words
to spread around abusive insults.
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TEIRESIAS
Alas, does any man know or chink about . ..
CREON [interrupting]
Think what? What sort of pithy common though~
are you about to utter?
TEIRESIAS [ignoring the interruption]
... how good advice
is valuable-worth more than all possessions.
CREON
I think that's true, as much as foolishness
is what harms us most.
TEIRESIAS
Yet chat's the sickness now infecting you.
CREON
I have no desire to denigrate a prophet when I speak.
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TEIRESIAS
But that's what you are doing, when you claim my oracles are false.
CREON
The tribe of prophets- all of them-are fond of money

1180

TEIRESIAS
And kings? Their tribe loves to benefit dishonestly.
CREON
You know you're speaking of the man who rules you.
TEIRESIAS
I know-thanks

to

me you saved the city and now are in control. 27

CREON
You're a wise prophet,
but you love doing wrong.
TEIRESIAS
You'll force me to speak of secrets locked inside my heart.

[1060]

CREON
Do it-just don't speak to benefit yourself.
TEIRESIAS
I don't think that I'll be doing thatnot as far as you're concerned.
CREON
You can be sure
you won't change my mind to make yourself more rich.
TEIRESIAS
Then understand this well-you will not see
the sun race through its cycle many times
before you lose a child of your own loins,
a corpse in payment for these corpses.
You've thrown down to those below someone
from up above-in your arrogance
you've moved a living soul into a grave,
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leaving here a body owned by gods belowunburied, dispossessed, unsanctified.
That's no concern of yours or gods above.
In this you violate the ones below.
And so destroying avengers wait for you,
Furies of Hades and the gods, who'll see
you caught up in this very wickedness.
Now see if I speak as someone who's been bribed.
Ir won't be long before in your own house
the men and women all cry out in sorrow,
and cities rise in hate against you-all those
whose mangled soldiers have had burial rites
from dogs, wild animals, or flying birds
who carry the unholy stench back home,
to every city hearth. 28 Like an archer,
I shoot these arrows now into your heart
because you have provoked me. I'm angryso my aim is good. You'll not escape their pain.
Boy, lead us home so he can vent his rage
on younger men and keep a quieter tongue
and a more temperate mind than he has now.

[1070]
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[Exit Teiresias, led by the young boy}
CHORUS
My lord, my lord, such dreadful propheciesand now he's gone. Since my hair changed colour
from black to white, I know here in the city
he's never uttered a false prophecy.
CREON
I know that, too-and it disturbs my mind.
It's dreadful to give way, but to resist
and let destruction hammer down my spiritthat's a fearful option, too.
CHORUS
Son of Menoikeos, you need

to

listen

to

CREON
Tell me what to do. Speak up. I'll do it.

some good advice.
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CHORUS
Go and release the girl from her rock tomb.
Then prepare a grave for that unburied corpse.

1230
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CREON
This is your advice? You think I should concede?
CHORUS
Yes, my lord, as fast as possible.
Swift footed injuries sent from the gods
hack down those who act imprudently.
CREON
Alas-it's difficult. But I'll give up.
I'll not do what I'd set my heart upon.
It's not right to fight against necessity.
CHORUS
Go now and get this done. Don't give the work to other men to do.
CREON
I'll go just as I am.
Come, you servants, each and every one of you.
Come on. Bring axes with you. Go there quicklyup to the higher ground. I've changed my mind.
Since I'm the one who tied her up, I'll go
and set her free myself. Now I'm afraid.
Until one dies the best thing well may be
to follow our established laws.
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[Creon and his attendants hurry offstage}
CHORUS
Oh you with many names,
you glory of that Theban bride,
and child of thundering Zeus,
you who cherish famous Italy,
and rule the welcoming valley lands
of Eleusianian Deo0 Bacchus-you who dwell
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in the bacchants' mother city Thebes,
beside Ismenus' flowing streams,
on land sown with the teeth
of that fierce dragon. 29
Above the double mountain peaks,
the torches flashing through the murky smoke
have seen you where Corcyian nymphs
move on as they worship you
by the Kastalian stream.
And from the ivy-covered slopes
of Nysa's hills, from the green shore
so rich in vines, you come to us,
visiting our Theban ways,
while deathless voices all cry out
in honour of your name, "Evoe." 30
You honour Thebes, our city,
above all others, you and your mother
blasted by that lightning strike. 3 1
And now when all our people here
are captive to a foul disease,
on your healing feet you come
across the moaning strait
or over the Parnassian hill.
You who lead the dance,
among the fire-breathing stars,
who guard the voices in the night,
child born of Zeus, oh my lord,
appear with your attendant Thyiads,
who dance in frenzy all night long,
for you their patron, lacchus. 32

[Enter a Messenger}
MESSENGER
All you here who live beside the home
of Amphion and Cadmus-in human life
there's no set place which I would praise or blame. 33
The lucky and unlucky rise or fall
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by chance day after day-and how these things
are fixed for men no one can prophesy.
For Creon, in my view, was once a man
we all looked up to. For he saved the state,
this land of Cadmus, from its enemies.
He took control and reigned as its sole kingand prospered with the birth of noble children.
Now all is gone. For when a man has lost
what gives him pleasure, I don't include him
among the living-he's a breathing corpse.
Pile up a massive fortune in your home,
if that's what you want-live like a king.
If there's no pleasure in it, I'd not give
to any man a vapour's shadow for it,
not compared to human joy.
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CHORUS
Have you come with news of some fresh trouble
in our house of kings?
MESSENGER
They're dead-and those alive bear the responsibility for those who've died.
CHORUS
Who did the killing? Who's lying dead? Tell us.
MESSENGER
Haemon has been killed. No stranger shed his blood.
CHORUS
At his father's hand? Or did he kill himself?
MESSENGER
By his own hand-angry at his father for the murder.
CHORUS
Teiresias, how your words have proven true!
MESSENGER
That's how things stand. Consider what comes next.
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CHORUS
I see Creon's wife, poor Eurydiceshe's coming from the house-either by chance,
or else she's heard there's news about her son.

[1180]

[Enter Eurydice from the palace with some attendants}

EURYDICE
Citizens of Thebes, I heard you talking,
as I was walking out, going off to pray,
to ask for help from goddess Pallas.
While I was unfastening the gate,
I heard someone speaking of bad news
about my family. I was terrified.
I collapsed, fainting back into the arms
of my attendants. So tell the news again1'11 listen. I'm no stranger to misfortune.
MESSENGER
Dear lady, I'll speak of what I saw,
omitting not one detail of the truth.
Why should I ease your mind with a report
which turns out later to be incorrect?
The truth is always best. I went to the plain,
accompanying your husband as his guide.
Polyneices' corpse, still unlamented,
was lying there, the greatest distance off,
torn apart by dogs. We prayed to Pluto
and to Hecate, goddess of the road,
for their good will and to restrain their rage.
We gave the corpse a ritual wash, and burned
what was left of it on fresh-cut branches.
We piled up a high tomb of his native earth.
Then we moved to the young girl's rocky cave,
the hollow cavern of that bride of death.
From far away one man heard a voice
coming from the chamber where we'd put her
without a funeral-a piercing cry.
He went to tell our master Creon,
who, as he approached the place, heard the sound,
an unintelligible scream of sorrow.

1320

[1190]

1330

[1200]

1340

Barnett 53

He groaned and then spoke out these bitter words,
"Has misery made me a prophet now?
And am I travelling along a road
that cakes me co the worst of all disasters?
I've just heard the voice of my own son.
You servants, go ahead-get up there fast.
Remove the scones piled in the entrance way,
then stand beside the tomb and look in there
co see if that was Haemon's voice I heard,
of if the gods have been deceiving me."
Following what our desperate master asked,
we looked. In the furthest corner of the tomb
we saw Antigone hanging by the neck,
held up in a noose-fine woven linen.
Haemon had his arms around her waisthe was embracing her and crying out
in sorrow for the loss of his own bride,
now among the dead, his father's work,
and for his horrifying marriage bed.
Creon saw him, let out a fearful groan,
then went inside and called out anxiously,
"You unhappy boy, what have you done?
What are you thinking? Have you lost your mind?
Come out, my child-I'm begging you-please come."
But the boy just stared at him with savage eyes,
spat in his face and, without saying a word,
drew his two-edged sword. Creon moved away,
so the boy's blow failed to strike his father.
Angry at himself, the ill-fated lad
right then and there leaned into his own sword,
driving half the blade between his ribs.
While still conscious he embraced the girl
in his weak arms, and, as he breathed his last,
he coughed up streams of blood on her fair cheek.
Now he lies there, corpse on corpse, his marriage
has been fulfilled in chambers of the dead.
The unfortunate boy has shown all men
how, of all the evils which afflict mankind,
the most disastrous one is thoughtlessness.
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[Eurydice turns and slowly returns into the palace}
CHORUS
What do you make of that? The queen's gone back.
She left without a word, good or bad.
MESSENGER
I'm surprised myself It's about her sonshe heard that terrible report. I hope
she's gone because she doesn't think it right
to mourn for him in public. In the home,
surrounded by her servants, she'll arrange
a period of mourning for the house.
She's discreet and has experienceshe won't make mistakes.
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CHORUS
I'm not sure of that.
to me her staying silent was extremeit seems to point to something ominous,
just like a vain excess of grief
MESSENGER
I'll go in.
We'll find out if she's hiding something secret,
deep within her passionate heart. You're rightexcessive silence can be dangerous.

1400

[The Messenger goes up the stairs into the palace.
Enter Creon .from the side, with attendants.
Creon is holding the body ofHaemon}
CHORUS
Here comes the king in person-carrying
in his arms, if it's right to speak of this,
a clear reminder that this evil comes
not from some stranger, but his own mistakes.
CREON
Aaiii-mistakes made by a foolish mind,
cruel mistakes that bring on death.
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You see us here, all in one familythe killer and the killed.
Oh the profanity of what I planned.
Alas, my son, you died so younga death before your time.
Aaiii ... aaiii ... you're dead ... gonenot your own foolishness but mine.

1410

CHORUS
Alas, it seems you've learned to see what's rightbut far too late.
[1270]

CREON
Aaiiii ... I've learned it in my pain.
Some god clutching a great weight struck my head,
then hurled me onto paths in wilderness,
throwing down and casting underfoot
what brought me joy.
So sad ... so sad ...
the wretched agony of human life.

1420

[The Messenger reappears from the palace}
MESSENGER
My lord, you come like one who stores up evil,
what you hold in your arms and what you'll see
before too long inside the house.

[1280]

CREON
What's that? Is there something still more evil than all this?

MESSENGER
Your wife is dead-blood mother of that corpseslaughtered with a sword-her wounds are very new,
poor lady.

CREON
Aaiiii .... a gathering place for death ...
no sacrifice can bring this to an end.
Why are you destroying me? You thereyou bringer of this dreadful news, this agony,
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what are you saying now? Aaiii ...
You kill a man then kill him once again.
What are you saying, boy? What news?
A slaughter heaped on slaughtermy wife, alas ... she's dead?

[1290]

MESSENGER [opening the palace doors, revealing the body of Eurydice]
Look here. No longer is she concealed inside.

CREON
Alas, how miserable I feel-to look upon
this second horror. What remains for me,
what's fate still got in store? I've just held
my own son in my arms, and now I see
right here in front of me another corpse.
Alas for this suffering mother.
Alas, my son.
MESSENGER
Stabbed with a sharp sword at the altar,
she let her darkening eyesight fail,
once she had cried out in sorrow
for the glorious fate of Megareos,
who died some time ago, and then again
for Haemon, and then, with her last breath,
she called out evil things against you,
the killer of your sons. 34
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CREON
Aaaii ... My fear now makes me tremble.
Why won't someone now strike out at me,
pierce my heart with a double bladed sword?
How miserable I am ... aaiii .. .
how full of misery and pain .. .
MESSENGER
By this woman who lies dead you stand charged
with the deaths of both your sons.

CREON
What about her? How did she die so violently?
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MESSENGER
She killed herself,
with her own hands she stabbed her belly,
once she heard her son's unhappy fate.
CREON
Alas for me ... the guilt for all of this is mineit can never be removed from me or passed
to any other mortal man. I, and I alone ...
I murdered you ... I speak the truth.
Servants-hurry and lead me off,
get me away from here, for now
what I am in life is nothing.
CHORUS
What you advise is good-if good can come
with all these evils. When we face such things
the less we say the better.
CREON
Let that day come, oh let it come,
the fairest of all destinies for me,
the one which brings on my last day.
Oh, let it come, so that I never see
another dawn.
CHORUS
That's something for the times ahead.
Now we need to deal with what confronts us here.
What's yet to come is the concern of those
whose task it is to deal with it.
CREON
In that prayer I included everything I most desire.
CHORUS
Pray for nothing.
There's no release for mortal human beings,
not from events which destiny has set.
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CREON
Then take this foolish man away from here.
I killed you, my son, without intending to,
and you, as well, my wife. How useless I am now.
I don't know where to look or find support.
Everything I touch goes wrong, and on my head
fate climbs up with its overwhelming load.

[1340)

1490

[The Attendants help Creon move up the stairs into the palace,
taking Haemon's body with them}
CHORUS
The most important part of true success
is wisdom-not to act impiously
towards the gods, for boasts of arrogant men
bring on great blows of punishmentso in old age men can discover wisdom.

[1350)

Notes
1

Dirce: one of the rivers beside Thebes.

2

Hephaistos: god of fire.

3

Laius: king of Thebes and father of Oedipus. Oedipus killed him (not knowing
who he was) and became the next king of Thebes by saving the city from the devastation of the Sphinx.
4

Zeus Herkeios: Zeus of the Courtyard, a patron god of worship within the home.

5Hades:

god of the underworld, lord of the dead.

6

Labdakos: father of Laius and hence grandfather of Oedipus and great-grandfather
of Antigone and Ismene.
7

0lympus: a mountain in northern Greece where, according to tradition, the major
gods live.
8

Following common editorial practice, the lines of the Greek have been rearranged
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here, so that 663-7 come after 671, hence the apparently odd numbering
of the lines.
9

Following the suggestion of Andrew Brown and others, I have moved lines 756-7
in the Greek text so chat they come right after line 750.
10

corrupted: the killing of a family member could bring on divine punishment in
the form of a pollution involving the entire city (as in the case of Oedipus). Creon
is, one assumes, caking refuge in the notion chat he will not be executing Antigone
directly.
11

Eros: the god of erotic sexual passion.

12

Aphrodice: goddess of sexual desire.

13

Acheron: one of the major rivers of the underworld.

14

The last two speeches refer to Niobe, daughter of Tantalus (a son of Zeus). Niobe
had seven sons and daughters and boasted chat she had more children than the
goddess Leto. As punishment Artemis and Apollo, Leco's two children, destroyed
all Niobe's children. Niobe turned to scone in grief and was reportedly visible on
Mount Sipylus (in Asia Minor). The Chorus' claim that Niobe was a goddess or
semi-divine is very odd here, since her story is almost always a tale of human presumption and divine punishment for human arrogance.
15

father: The Chorus here is offering the traditional suggestion that present afflictions can arise from a family curse originating in previous generations.
16

still alive: Polyneices married the daughter of Adrastus, an action which enabled
him to acquire the army to attack Thebes.
17

here with us: Creon's logic seems to suggest that because he is not executing Antigone directly and is leaving her a choice between committing suicide and slowly
starving to death in the cave, he has no moral responsibility for what happens.
18

Persephone is the wife of Hades and thus goddess of the underworld.

19

In these lines Antigone seems to be talking about both her brothers, first claiming

she washed and dressed the body of Eteocles and then covered Polyneices. However, the pronoun references in the Greek are confusing. Lines 904 to 920 in the
Greek text have prompted a great deal of critical debate, since they seem incompat-

Barnett 60

ible with Antigone's earlier motivation and do not make much sense in
context (in addition most of them appear closely derived from Herodotus 3.119).
Hence, some editors insist that the lines (or most of them) be removed. Brown
provides a useful short summary of the arguments and some editorial options
(199-200).
20

Danae: daughter of Acrisus, King of Argos. Because of a prophecy that he would
be killed by a son born to Danae, Acrisus imprisoned her. But Zeus made love
to her in the form of a golden shower, and she gave birth to Perseus, who, once
grown, killed Acrisus accidentally.
21

mocking of the god: a reference to Lycurgus son of Dryas, a Thracian king. He
attacked the god Dionysus and was punished with blinding or with being torn
apart.
22

flute: the anger of the Muses at a Thracian who boasted of his flute playing is not
normally a part of the Lycurgus story but refers to another Thracian, Thamyras.

23

dark rocks ... Bosphorus: the dark rocks were a famous hazard to shipping. They
moved together to smash any ship moving between them. The Bosphorus is the
strait between the Black Sea and the Propontis (near the Hellespont).
24

blood-stained hands: this verse and the next refer to the Thracian king Phineas,
whose second wife blinded her two step sons (from Phineas' first wife Cleopatra)
by stabbing out their eyes.
25

immorcal Fates: Cleopatra was the grand-daughter of Erechtheus, king of Athens. Boreas, father of Erechtheus, was god of the North Wind.
26

other men: Teiresias' offering failed to catch fire. His interpretation is that it has
been rejected by the gods, a very unfavourable omen.
27

in control: This is the second reference to the fact that at some point earlier
Teiresias has given important political help to Creon. It is not at all clear what this
refers to.
28

Teiresias here is apparently accusing Creon of refusing burial to the dead allied
soldiers Polyneices brought with him from other cities. There is no mention of this
anywhere else in the play, although the detail is present in other versions of the
story.
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29

fierce dragon: In these lines the Chorus celebrates Dionysus, the god born in
Thebes to Semele, daughter of King Cadmus. The bacchants are those who worship Dionysus. Eleusis, a region on the coast near Athens, was famous for the its
Eleusinian Mysteries, a secret ritual of worship. Deo is a reference to the goddess Demeter, who was worshipped at Eleusis. The Theban race sprang up from
dragon's teeth sown in a field by Cadmus, founder of the city.
30

Evoe: a cry of celebration made by worshippers of Bacchus.

31

lightning strike: Semele, Dionysus human mother, was destroyed by Zeus lightning bolt, because of the jealousy of Hera, Zeus' wife.

32

Iacchus: Thyiads are worshippers of Dionysus, lacchus a divinity associated with
Dionysus.

33

34

Amphion: legendary king ofThebes, husband of Niobe.

Megareos: Haemon's brother, who, we are to understand on the basis of this
reference, died nobly some time before the play begins. It is not clear how Creon
might have been responsible for his death. In another version of the story, Creon
has a son Menoeceos, who kills himself in order to save the city.
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St. c:J/-efenj, c:J/-~h c.Sahoo[
2375 Gable Road · St. Helens, OR 97051
(503) 397-1900 · Fax (503) 397-1828

May 15,, 2006
To:

Professor Brenda Hubbard
Re: - Ron Barnett

I am writing this letter of recommendation/permission for Mr. Ron Barnett.
Ron Barnett has my approval and permission to direct the play Antigone by Sophocles translated
Marianne McDonald.

My name is Brian lleinze and I am the Principal at St. Helens High School.

I fully support Mr .
Garnett in his efforts to direct at St. Helens High School the production of Antigone by
Sophocles translated by Marianne McDonald.

Mr. Barnett has had a very successful year in his theatre/drama productions, and I anticipate
similar success with the play nAntigone."
Please contact me if I can be of additional assistance.

Sincerely,
Brian Heinze,
1>rincipal

Barnett 64
Production Parameters
The St. Helens High School production of Antigone will run for three shows November
16, 17, 18, 2006, at 7:00 p.m .. The production will be presented at the high school in the Olmscheid Auditorium, a 551 seat proscenium stage.
Staffing will include myself and my assistant director, Tom Weaver, who will act as my
technical director and oversee the building of the set and the running of the production crew. Lisa
Barnett will volunteer her time to assist with the costuming. A fight choreographer will be hired
to work with Polyneices and Eteocles for the beginning battle scene. All crew positions will be
filled by high school students who submit their interest through an application process.
Casting will take place through an open audition process of the student body at St. Helens High School. The production is completely extra-curricular so no student is required to be
enrolled in a drama class in order to participate. Likewise, students enrolled in drama classes are
not required to participate in the production.
The budget for the production will include script and royalty costs ($400), costumes
($400), set construction ($500), properties ($200), publicity ($200), and fight choreographer
($350-500). A stipend will be paid for the writing of original music ($125). Tickets will be general admission and sold for $6.
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September 2006
Monday

Sunday

Tuesday

Wednesday

Thursday

Saturday

Friday

1

2

j

4

5

6

7

8

9

lO

11

12

13

14

15

J6

n

18

19

20

21

22

23

29

30

All Cast
Tableaux
Work
Character
Work
Vocal Work

Read
Through

25

24

27

26

All Cast
All Cast
Table talk
Table talk
Rhythm work Scenework

All Cast
Tableaux
Work
Character
Work
Vocal Work

Tech Only

28

No School
All Cast
Table talk
Scenework

Blocking
Scenes
i, iv, vi, vii, viii

Tech Only

The Secret
Choral Ode 1
The Decree
Broken Law
Choral Ode 2
The Capture
Accused
Guilty, Too
Choral Ode 3

Scene i
Scene ii
Scene iii
Scene iv
Scene v
Scene vi
Scene vii
Scene viii
Scene ix

1-121
122-178
179-255
256-386
387-423
424-502
503-601
602-665
666-709

Antigone, lsmene
Chorus
Chorus, Creon
Guard, Creon, Chorus
Chorus
Chorus, Guard, Creon, Antigone
Creon, Antigone, Chorus
Chorus, Creon, lsmene, Antigone
Chorus

Wisdom of the Son
The Sentence
Bridal Dirge
The Blind Can See
A Change of Heart
The Fall
Broken Man

Scene x
Scene xi
Scene xii
Scene xiii
Scene xiv
Scene xv
Scene xvi

710-875
876-893
910-1058
1098-1219
1220-1247
1285-1401
1402-1495

Chorus, Creon, Haemon
Chorus, Creon
Chorus, Antigone, Creon
Teiresias, Creon, Chorus
Chorus, Creon
Messenger, Chorus, Eurydice
Chorus, Creon, Messenger
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October 2006
Monday

Sunday

Tuesday

2

I

3
Blocking
Scenes
X, Xiii

Blocking
Scenes
iii, xi, xii, xiv

8
No School
Rehearsal
Mc, Ne, Am
only

i-ix

x-xvi

23

Scenes

Scenes

x-xvi

24

25

i-ix

30

TBA

7

13

l ,l

20

27

No School
No Rehearsal

31

All Cast
Scenes

All Cast
Scenes

i-ix

x-xvi

21

No School
No Rehearsal

26
No School
Rehearsal

6

No School
No Rehearsal

19

x-xvi

No School
Rehearsal
All Cast
1pm-3 pm
Prologue
Mc, Ne, Am
Run through only

Scenes

29

Blocking
Scenes
ii, V, ix

18

17

Saturday

Tech Only

12

11

Scenes

Friday

5
Blocking
Scenes
i, ii, v, viii, ix

xv, xvi

All Cast
Prologue

i-ix

22

Blocking
Scenes

Scenes

16
Scenes

4

10

9

15

Wednesday Thursday

Note:
All props on stage by October 23.
Set complete by October 23 .
Music inclusion starting October 30.
McKenzie, Newt, Amanda only on October 9 and 25.

The Secret
Choral Ode 1
The Decree
Broken Law
Choral Ode 2
The Capture
Accused
Guilty, Too
Choral Ode 3

Scene i
Scene ii
Scene iii
Scene iv
Scene v
Scene vi
Scene vii
Scene viii
Scene ix

1-121
122-178
179-255
256-386
387-423
424-502
503-601
602-665
666-709

Antigone, Ismene
Chorus
Chorus, Creon
Guard, Creon, Chorus
Chorus
Chorus, Guard, Creon, Antigone
Creon, Antigone, Chorus
Chorus, Creon, Ismene, Antigone
Chorus

Wisdom of the Son
The Sentence
Bridal Dirge
The Blind Can See
A Change of Heart
The Fall
Broken Man

Scene x
Scene xi
Scene xii
Scene xiii
Scene xiv
Scene xv
Scene xvi

710-875
876-893
910- 1058
1098-1219
1220- 1247
1285- 1401
1402-1495

Chorus, Creon, Haemon
Chorus, Creon
Chorus, Antigone, Creon
Teiresias, Creon, Chorus
Chorus, Creon
Messenger, Chorus, Eurydice
Chorus, Creon, Messenger

28
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November 2006
Sunday

Monday

Wednesday Thursday

Tuesday

Full Run
Tech
inclusion
3:15-6 pm

12

Alf Cast
Scenes

Alf Cast
Scenes

x-xvi

i-ix

7

6

Full Run
3:15-6 pm

14

13

No School
Dress
3:15-6 pm

15

4

10

11

No School
No Rehearsal

16

Final Dress Show
3:15 call
6 pm Call
4: 15 Curtain 7 pm Curtain

Dress
Dress
3:15-6 pm
Full Make up 3:15-6 pm

3
Tech Only
Dry Tech

9

8

Dress
3:15-6 pm

Saturday

2

1

5

Friday

19

20

21

22

23

26

27

28

29

30

17
Show
6 pm Call
7 pm Curtain

18
Show
6 pm Call
7 pm Curtain

24

25

Note:
Dry tech on November 3.

On Thursday November 16, crew should arrive at 4: 15 to help prepare stage following mid school band festival.
The Secret
Choral Ode 1
The Decree
Broken Law
Choral Ode 2
The Capture
Accused
Guilty, Too
Choral Ode 3

Scene i
Scene ii
Scene iii
Scene iv
Scene v
Scene vi
Scene vii
Scene viii
Scene ix

1-121
122-178
179-255
256-386
387-423
424-502
503-601
602-665
666-709

Antigone, Ismene
Chorus
Chorus, Creon
Guard, Creon, Chorus
Chorus
Chorus, Guard, Creon, Antigone
Creon, Antigone, Chorus
Chorus, Creon, Ismene, Antigone
Chorus

Wisdom of the Son
The Sentence
Bridal Dirge
The Blind Can See
A Change of Heart
The Fall
Broken Man

Scene x
Scene xi
Scene xii
Scene xiii
Scene xiv
Scene xv
Scene xvi

710-875
876-893
910-1058
1098-1219
1220-1247
1285-1401
1402-1495

Chorus, Creon, Haemon
Chorus, Creon
Chorus, Antigone, Creon
Teiresias, Creon, Chorus
Chorus, Creon
Messenger, Chorus, Eurydice
Chorus, Creon, Messenger
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Evaluation of the Play as a Production Vehicle
Ancient Greek tragedies are not common theatre fare for most modem audiences nor is
it common training ground for actors. These two facts create both challenges as well as exciting
possibilities when considering Antigone for production at the high school level. The choice of
Antigone as a production vehicle will challenge actors, technicians, audience members and the
director alike.
The intention of academic theatre is to provide opportunities for actors and technicians
to explore the world of drama while encouraging and developing a life-long love of theatre. This
play comes from the origins of Western theatre and therefore contains historical relevance to
actors and audience members. Most general audiences prefer the genre of comedy over tragedy
since in a world of trials, comedies allow for escape from everyday cares. As a part of a diverse
theatrical season, Antigone will be an educational opportunity for the audience members.
Actors will also be challenged as they deal with a script that contains lengthy speeches
that describe the action of the play. They will need to be trained in classical methods of acting
and rely on the dialogue to carry the action. Working away from modem scripts and their dependence on subtext will be something new for most of the cast. The role of the chorus will present
the largest challenge when contemplating the number of members involved and the inclusion of
the choral odes. Since ancient Greek audiences would have been familiar with the names and
locations referenced in the choral odes, they may need to be removed or shortened for today's audience in order to preserve continuity of the story as well as maintaining the audience's interest.
Most modem audiences expect spectacle when viewing theatre. In order to best serve
the audience of Antigone, the use of costumes, sounds, set and lighting will be essential. Costumes will be used to establish characters and their relationship with one another. They will also
communicate the timelessness of the play by representing various periods throughout history.
Audiences are aurally trained and rely on movie soundtracks to provide much of the storytelling.
Following this example, soundscapes played during character entrances and exits will foreshadow coming scenes and allow for a more full experience. A single, open set design will allow for
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action to be presented while relying on lighting to help focus the audience when characters are
speaking to one another.
As director, the challenge will be to craft a production that is a positive experience for
the student actors and technicians while also being enlightening and entertaining to an audience.
A modem translation that is accessible to actor and audience alike will be mandatory. The script
will need to capture the feeling and flavor of a classical piece while using modem idioms. The
script should not focus on being "audience-friendly" or else it will seek out the lowest common
denominator in its style and word choice. The 2003 translation by Canadian Research Associate
Ian Johnston is one such text that combines the essence of the original and breathes fresh life into
a 2,500 year-old play.
As all of these challenges are considered, the main focus of the presentation of the play
Antigone is remembered: to present an ancient story that contains an important message for modem society. Whether these societal members are student actors, student technicians, or audience
members from the high school or the community at large, their need to receive instruction from
one of the earliest plays in Western theatre provides a drive and rationale for its production.
Concept Statement for Antigone by Sophocles
Antigone by Sophocles is a play about being human and the cost of being human. It is
a play about very real characters who live through a very difficult story. The play addresses the
themes of duty, obedience and pride. Tom and dreamlike are two motivating motifs that will be
presented in the costume and set designs as well as the lighting and sound choices.
Because of the truthfulness of the characters, their thoughts and feelings, the acting style
should be realistic. Since this is a classical play, actors will depend on the words to express character intentions and thoughts rather than seeking out subtext.
Costumes will have a Greek flair but should be made of modem materials. Accents
should also be modem. The chorus should be dressed similarly without appearing as a uniform.
Clothes appear worn and dirty. Muted earth tones of browns and greens should compose the
palette.
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Dumb shows will be acted in order to provide background information as well as demonstrate the offstage action described by various characters. As the recounting is happening, the
voice will fade out and the action will take place. Choral odes will be reduced to their essence
and may even be removed.
The set should take a post-modem approach in order to convey the universal qualities of
the themes. A semi-destroyed ancient Greek palace facade placed on a diagonal will overpower
the stage demonstrating the insignificance of man compared to the gods. The double door entrance should be angled and placed upstage left, showing signs of bums, bullet holes and general
disrepair due to war. A scarred and hole-filled ceiling stretches over the staging surface. It should
be made of scrim material in order to allow light to filter to the stage. Shafts of light will appear
through the ceiling. A frieze facade will be suspended at an angle and may include modem elements such as computer circuit boards in place of Greek keys. The frieze shows signs of destruction as well. The stage floor will be painted to represent sand. Three large rocks of varying sizes
will provide acting areas. Pieces of the ceiling will be scattered about the stage. A single large
pillar centerstage right will act as a support for the ceiling. It too will have bum marks and show
signs of war including blood at its base. A marble bench is positioned downstage left. A small
temple altar is downstage right. A series of organically-shaped platforms with four levels will exist upstage right to provide additional entrances and exits as well as a space for the dumb shows.
A cyclorama upstage will provide mood and be used for special color projections.
The lyric nature of the verse form should be echoed in the playing of soundscapes and
music. Wind, the rustle of sand, the cawing of carrion birds should accent the scenes throughout
the play. Music should flow in the background of the play during dumb shows and transitions
to mark time. The style should have a Middle Eastern feel. Lilting lyrical movements as well as
ones with driving, pulsating beats should be applied. Examples of songs include "Illumination"
by Ostara and "Of These Hope-Reprise" by Peter Gabriel.
Stage violence will be highly stylized as though happening in a dream and will be accompanied by music. Tempo will vary between full speed and slow motion. There will be no use of
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stage blood; the contact violence will be punctuated with light specials and sound.
Initial Personal Response
Writers are often encouraged to write about what they know. A director may also take
that advice and choose to direct what is familiar to them. I have had the opportunity of teaching
the play Antigone in literature classes for seven years and each time am moved by its use of
language, its characters, and the underlying themes. It is at this point of departure that the
possibility of staging the Sophoclean tragedy is considered. My desire to produce Antigone as
my thesis project is threefold: the timelessness of the play, the potential for challenge as outlined
below, and the myriad questions that it presents to the reader or viewing audience.
First produced in 441 B.C.E., Antigone continues to be read, explored, translated, and
produced all over the world. Within the classroom, whether it is a high school or a university,
the play is often a part of the required literature readings since it is one of the more powerful
examples of Greek tragedy. It cannot be overlooked with its well-defined conflicts, strong plot
line and compelling story. While examining the play, it proves most interesting to analyze it
from contemporary points of view such as those of the post-modernist or feminist. From the
post-modernist approach one may consider Antigone and its apparent ambiguities, as well as
its decentered and dehumanized subjects. Those are characters who do not necessarily follow
the societal norm and are sometimes looked upon as less than human. When considering the
play through the feminist lens one may question the gender roles played out between Antigone
and Creon or Antigone and her sister, Ismene. Creon often derides Antigone for being a woman
and a girl (Antigone line 469) and questions Haemon's masculinity (726, 724) when noting that
Haemon appears to be siding with Antigone. Questioning how the women characters act within
the gendered construct of an ancient patriarchal society is also interesting and enlightening. It is
somewhat ironic how one of the plays Aristotle utilized to exemplify his description of dramatic
literature in The Poetics can now serve as a vehicle for considering contemporary themes within
current analytical paradigms.
As mentioned above, the play is read as literature in many classrooms. I present the
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play in both my Language Arts 12 and Introduction to Theatre courses. The play's many issues
including the individual defying the state, male and female roles within society, and our duty to
the living and obligation to the dead, provide my students with wonderful discussions. Students
will often attempt to fit the story line and character choices into their own world construct as they
ask such questions as "Why don't Antigone and Haemon run off together?" or "Why doesn't
Creon bury his own nephew?" and make such statements as "Ismene is a wimp," or "If I were
her, I'd just kill Creon." It is these types of honest reflections that make me recognize this play
as one which allows people to make personal connections and evaluate their view of the world
and its dealings through application of the text. We may not have to choose between burying a
loved one and being put to death for the transgression or offending the gods, but we may find
ourselves in the position of having to make a choice that goes against an authority in order to
remain true to a higher cause or ideal. My students recognize these universal issues and are
moved to participate in discourse which is sometimes quite passionate and emotionally charged.
The play's universal appeal is underscored by a fascinating production history and the
variety of directorial approaches available. For 2,500 years, Antigone, containing many aspects
of the Greek culture and references which are often obscure for our society, lives and thrives
on modern stages across the globe. The fact that such an ancient play continues to be presented
in modern times encourages me to interpret the text for my own modern audience although
challenges abound.
For example, in considering the production of Antigone at St. Helens High School for our
blue-collar audience with limited theatrical exposure, I recognize that there are some obstacles I
will have to overcome.
The first obstacle to overcome will be the difficulty students may have with presenting
the text to their audience, especially pertaining to the chorus. A Greek chorus of 50 members
speaking in unison may prove overwhelming or even comical to my audience. Such a convention
would detract from my desire to present the play as timeless. When showing the 1984 film
version starring Juliet Stevenson as Antigone to my high school students, they often laugh aloud
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at the chorus due to its stylized delivery of dialogue as the camera pans upward and over the
heads of a dozen older men speaking in unison. As a dramatist, I reflect on the similar fashion
of the ancient Greek chorus and enjoy the unique convention, but my student audience lacks the
proper appreciation for such a presentation. This appreciation may stem from the fact that it is a
foreign convention to them or that it defies their sense of reality. It will be my challenge not to
alienate my audience but to determine a means of incorporating a chorus that remains true to the
intent of the traditional role while becoming accessible and relevant to them. This relevancy will
occur when the proper translation is chosen.
There exist many different translations available that offer varying degrees of
accessibility to a contemporary audience. Most often my coursework readings for my literature
and drama classes undertake the texts by Dudley Fitts and Robert Fitzgerald or H. D. F. Kitto.
Both are well-respected translations which are very approachable although they still require
a certain amount of discussion to ensure understanding since the chorus often makes classic
allusions to ancient Greek myths and events. Unless one is well studied in ancient Greek history,
its society, and mythology, many of the allusions are not understood even with helpful footnotes.
With my production, there will not exist the assistance of footnotes or the ability to engage in
dialogue with the audience in order to check their understanding so it will be essential to choose
a translation or version that will present the story in a clear and meaningful way. Following
the examination of ten separate translations and adaptations, I have chosen the contemporary
translation by Ian Johnston for my production. After taking into consideration the version of the
text, the next step is dealing with the standard conventions of the play including the chorus.
Another challenge that I look forward to approaching is how to present and conceptualize
the production itself. Since I wish to communicate the timelessness of the play it might be best
to stage it in a more modern setting of place and time. I do not intend to simply "update" the
play by using 21st century America as the backdrop and having the characters talk to one another
with cellular phones; that would be an attempt to make it "look" modem and applicable but it
does not address the more scholarly obstacles which the play provides modern audiences such
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as the mythology it contains, the poetic language, and the very long speeches of the characters.
I believe it can be fashioned so it is difficult to pinpoint the time and place and therefore
communicate that this is a play which deals with all cultures at any time in history. On a regular
basis wars occur, people die, rulers come to power, and the citizenry must deal with the newly
established authorities, their laws and decrees. Numerous productions within the past dozen
years have updated the play to reflect the United States of America and its involvement in the
Gulf War and the current war in Iraq. I will not use those comparisons in my production. It is my
intention to neither laud and defend nor accuse and offend but to simply address themes which
are as current today as they were in Sophocles' time.
When I first considered producing and directing this play, I was excited at the prospect
of being able to explore and present many questions which I have noted while teaching the play
for over the last twelve years. These questions include the following: Who is the tragic character
and can there be more than one?; Why is the play titled after Antigone?; Is Creon driven by his
lust for power as a new ruler or is he truly motivated by what he believes is in the best interest
of Thebes?; Is Creon responsible for the feud between Polyneices and Eteocles which leads to
both of their deaths and his ascension to the throne?; Can the play be presented in a nonlinear
fashion? Reflecting upon some of these initial questions, I have developed an approach to the
production in order to address such questions. The use of tableaux or silent stagings in the play
may provide the scenes needed to answer some of questions posed. As an example, in order to
demonstrate that Creon has had his eye on the The ban crown all the time, a prologue scene could
be developed showing his duality toward the two brothers which motivates Polyneices to join the
Argive army in order to restore the crown.
As I approach the text of Antigone in order to present it as a theatrical production, I
do not intend to force a single uneducated vision on the form of the play. It is my intention to
engage in a thoughtful directorial process in order to discover how to best present this play to
my audience. Through research, analysis and objective criticism, I hope to enter into a deeper
understanding of this classic drama which has not only stood the test of time but transcended it.
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Production History
Antigone is a play representative of the ancient Greek culture; a society interested in
developing and supporting the arts, concerned about the role of the individual in connection to
the polis (the city-state), and focused on worshipping the pantheon of gods (Adams Sophocles
15-22). All three elements are evident in the play and provide some historical insight regarding
the people and the culture of its author, Sophocles. Even in modern times, adaptations,
translations and productions of this tragedy have acted as a reflection of the society out of
which the drama springs. It is evident how the play reflects a specific society when the play
is considered in its place in ancient Greece and when examining modern productions and
adaptations.
Modern playwrights often write about what they know and Sophocles was no different.
Antigone represents a questioning by the people of ancient Greece of various assumptions
including the role of a constitutional government, how humans advance intellectually, and the
function of religion in society. The concept of being critical of the government is important in
respect to how it concerns two of the drama's significant characters: Creon and Antigone.
While Creon is the king of Thebes, Antigone questions his authority and ability to be an
effective leader. This questioning is one aspect addressed in the play which forms the basis for
Victor Hanson and John Heath's essay "The Play is a Treasure Trove of Western Culture." In that
essay they outline eight political concepts and ideals in ancient Greek culture ranging from the
power of the state over the individual to the chauvinism of the male commander over the female
subject (44-51). The two concepts stated above are central themes in the play. The struggle
between the rights of the individual and the rule of the state provides the basis for Antigone's
response to Creon's threats after she buries her brother, when she tells him, "Nor could I think
that a decree of yours-- / A man--could override the laws of Heaven / Unwritten and unchanging"
(Ant. 440-43). Creon lacks a logical defense and resorts to sexual denigration by asking the
chorus, "Now she would be the mn, not I, if she/ Defeated me and did not pay for it" (474-75).
Creon's continued assertion of his rights as a leader causes him to refuse to listen to all offers
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of advice as it comes from the chorus, Ismene, Haemon, and Teiresias. Sophocles provided the
words of his character Creon in order to further the main theme that he wanted his audience to
recognize: the true cause of their society's decline. As Hanson and Heath note, "One could argue
that Sophocles himself wants ... to convince his Athenian patrons that their problem, the cause
of their decline, is in them, not in the gods, women, foreigners, slaves, or other Greeks" (51).
As it did in ancient Greece, Antigone continues to reflect the society from which it
emerges. The play is not stagnant but dynamic and along with its themes and characters it is a
drama which can be adapted and formed to relate to a given time and audience.
Over one hundred translations and interpretations of the play have been developed
between the Middle Ages and the twentieth century and it has served as a basis for numerous
paintings and sculptures (Winterer 72). The interest in the play and its subsequent productions
can be divided into three categories: its presentation as an example of classical drama, an agent
for political criticism, and a means to address other issues raised by the play.
The presentation of the play as an example of classical drama within the modem era
traces its origins to 1809 with an adaptation by Fredrich Rochlitz. It was considered "abbreviated
and inelegant" and was criticized by the classical scholars of the time (Macintosh 286).
According to the classicists, a stronger adaptation of the play opened in 1841. A collaboration
between Johann Jakob Christian Donner and August Bockh, it featured music by Felix
Mendelssohn-Bartholdy and staging by Ludwig Tieck. This production enjoyed great success,
playing at the Odeon in Paris in 1844 and at Covent Garden in London in 1845 where the
audience was moved by its staging, costumes, speech and use of song in a dramatic performance.
By 1867, the adaptation known as the "Mendelssohn Antigone" was performed at the Herodes
Atticus Theatre in Athens. The nineteenth century closed with the 1899 production under the
direction of Konstantin Stanislavsky (287-88). The purpose for the productions of the nineteenth
century, as argued by Ericka Fischer-Lichte, was "not so much to mediate the ancient texts and
to offer a particular reading of them as it was to recall and revive a past and distant world--the
ancient Greek world" (5).
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The influence of classical scholars continued into the tum of the century with the
emphasis on Antigone productions being an "immersion in the authenticity of the past" rather
than that of entertainment or political statements (Winterer 86). Caroline Winterer goes on to
describe the results of this "immersion":
Through these strenuously didactic efforts by students and faculty to recreate
ancient drama in all its authenticity, Americans polluted by the factory age would
be ennobled by the sublime, purifying spirit of antiquity.... That the audience
was uncomprehending only added to the pedagogical effect, for at the conclusion
of the play the departing audience would have "much the feeling with which the
Greeks must have risen on the slopes of the Acropolis," according to the producer
of the StanfordAntigone in 1902. (86)
Interest in performances of Antigone in America was greatest during this transition
between the nineteenth and twentieth centuries. According to Winterer, Antigone accounted for
33 percent of all performances between 1893 and 1903, yet this number was reduced to half that
amount in the years spanning 1915 to 1925 (86). This drop in interest may have been the result
of Americans seeking new experiences rather than reflecting on classical ones as well as a new
interest in the realism movement of the theatre. One facet of realism was that it focused on the
desires of the common person and many audience members had difficulty in connecting with
the classically-presented characters and the convention of the chorus. It was at this time that
directors recognized that audiences required a new reason to care about the character of Antigone
and her story. They were given this reason with the politically-centered productions in the second
half of the twentieth century.
Adaptations from the past 50 years make direct connections with historical events of
the time. Whether it is Jean Anouilh's play produced during the Nazi occupation of France or
the Living Theatre's play with its criticism of the Vietnam War, interpretations of Antigone
productions have embodied the concerns of the society, its culture, and place in history as well as
serving as a vehicle for social change or commentary.
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Helene P. Foley argues that there exists a fundamental element within the dramatic
form of ancient Greece that allows for adaptations which extend beyond the basic translation in
order to embody these societal concerns and create a new version of the play: "Greek tragedy
permits a political response to irresolvable, extreme situations without being crudely topical.
Set in an imaginary past that offers few specifics in the way of setting or physical description,
it is also amenable to both changes of venue and to multi-racial casting" (3). Foley goes on to
discuss how adaptations and translations from the past century have utilized this connection to
create responses to certain politics, both as protests and responses to certain political climates.
Examples include the 1967 production of Odale's Choice set in Africa by Caribbean writer
Kamau Brathwaite, The Island from 1973 by Athol Fugard which centers around a production of
the play in a South African prison, or Tom Paulin's 1985 script based in Ireland. She also argues
that any contemporary performance of a Greek drama must have some type of adaptation "since
it involves translation of the language of the original and confronts a profound ignorance of the
music, dance, and theatrical context that conditioned its first presentation" (4). This argument by
Foley illustrates how audience members of the nineteenth century went to view performances of
Antigone in order to experience a distant time and place while contemporary audience members
seek an experience which is closer to their own.
Anouilh's 1944 adaptation is a not-so-covert commentary on the Nazi occupation of
France which takes artistic license and crafts a new drama based on the original. In his play, the
chorus is reduced to a single character who talks to the audience and informs them of the entire
story as a whole going so far as to explain who will die by the play's end (Anouilh 3-6). This
metatheatrical effect of a character in the play referencing the play itself was used to remind the
audience that they were watching a play. Other changes included the creation of a nurse character
who cares for Antigone, an extended dialogue scene between Creon and Antigone after her
arrest, and an added scene between Antigone and Jonas, the guard who caught her burying her
brother. Anouilh's presentation of both Creon and Antigone was considered fair and balanced
which helped it pass the censors of the time (McDonald Living Art 80).
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Another adaptation which focused on the play as a catalyst for change during wartime
was the Living Theatre's 1967 production based on the 1948 adaptation by German playwright
Bertolt Brecht. While Brecht's play turned Creon into Hitler and alters the ending to include the
fall of Thebes, the Living Theatre focused their production as a response to the United States'
involvement in the Vietnam War. Judith Malina, director of the New York-based experimental
theatre company, translated Brecht's script from German. She then formed her own variation
employing many of the German playwright's alienation techniques including seeking to
emotionally distance the audience members from the action of the play in order that they may
develop a moral judgment regarding the action and respond to what they have experienced. The
Living Theatre had a single agenda for their production: "to have a direct and decisive political
impact on their audiences" (Rosenthal 78). Premiering in Germany in 1967, the production
toured 16 countries and had two revivals, the first in Italy in 1979, and the last in New York in
1984. The politically-charged play included air raid sirens, piercing cries, and the technique of
playing the members of the audience as though they were the approaching enemy (84).
Departing from the focus of adapting the play for a political end, two recent versions
address the motif of madness. In the original play, Antigone is said to be mad or suffering from
madness by both Creon (Ant. 552) and her sister Ismene (83). An opposition between madness
and rational behavior provides the basis for Griselda Gambaro's AntigonaFuriosa and Janusz
Glowacki's Antigone in New York. As noted by Anna Krajewska-Wieczorek in her essay
covering the two new works:
These two modem Antigone--one brought to life again in Argentina, the other
in New York--are openly divorced from reality, oblivious of the law. In the first
case this is represented by Argentinian society in the 1980s, oppressed by a
military government; in the second, the homeless and "outlaws" of the 1990s
are maintaining a "delicate balance between civil rights and civil order" in New
York's Thompkins Square. Although thus distanced in time, both contemporary
Antigones remain faithful to the essential feature of the Sophoclean archetype in
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their mission of love. (129)
These plays demonstrate the continued life that the original story provides. Dramaturg Kyle
Brenton of the A.R.T. Institute for Advanced Theatre Training notes on his informative web site
that despite the differences in themes and styles, these Antigone adaptations use the original "like
a prism--turn it one way or another and different colors shine through. The ancient war between
Argos and Thebes has developed an archetypal quality in this age of international conflict, where
our domestic lives are so frequently disrupted by events on the global political stage."
As productions have shown throughout the long history of Antigone, theatrical art most
often reflects the life of the time. The extraordinary life span of this tragedy can be attributed
to its timeless and socially relevant themes. Cornell University focused on the original play by
hosting a New Student Reading Project symposium in 2003. Through participation in a staged
reading, a panel discussion, and small group discussions, the play was analyzed and an exchange
of ideas took place. The reason for the choice of the play was explained by Jeffrey Russet, a
professor who helped facilitate the symposium: "The play's long life is due to its immediacy. The
confrontations of authority, age, power and gender against the resistance of subjugated peoples
and individual convictions--these are not things of the past" (Crawford).
Critical Response
When Sophocles wrote Antigone for its performance at City Dionysia, it may be assumed
that he did not contemplate that his play would still exist 2,500 years later and become a template
for the tragic form of drama. Neither did he suppose that his tragedy would act as an example
for future societies to view their individual place in history in regards to the basic themes of
the original. A chronological overview of selected productions throughout history will provide
insights to the play itself and also consider its ability to reflect the society in which it is being
presented. While structure and form may prove important when analyzing a play, the element
which often proves of the highest concern is whether the play is well-received by its audience.
This consideration continues as directors seek to make a connection between a story twenty-five
centuries old and contemporary audiences.
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Some of the earliest reviews of the revived story of Antigone come from France.
Productions and translations by French playwrights form an interesting aspect of the history of
the play from 1580 through 1944. The focus for such presentations varies from attempting a
connection with the ancient form to providing commentary on present-day events.
Robert Garnier's 1580 production was one of the first to receive notoriety. His Antigone
ou la piete (Antigone. or Piety) was well received and enjoyed numerous productions in the
eighteenth and twentieth centuries (McDonald 79). It has been cited as an example of the
"strengths and limitations of humanist tragedy ... [with its] structure [being] additive rather
than intrinsically dramatic" as he pieces together scenes from ancient various ancient sources
(Bruian 233). While Garnier may not provide a direct translation of the original text, his work is
a demonstration of a new form as noted by Bruian:
Garnier's seemingly deficient dramaturgy is a corollary of his thematic concerns;
he has let an essentially rhetorical strategy govern his formal choices. The play is
articulated as a series of confrontations . . . in which the central themes of the play
are set out by the juxtaposition of opposing views. Antigone's piete, which gives
the drama its subtitle, is of the essence here. (233)
The purpose of Garnier's translation was to capture a new nuance of the story: to convey the
piety of Antigone. In doing so, the drama has the ability to capture its audience's attention anew.
"Above all, Garnier's Antigone reflects the tendency of humanist tragedy to treat its dramatic
subjects, whether classical or biblical, as exempla transcending time and place to speak with
immediacy to the here and now" (233). lfBruian is correct in his analysis of Garnier's play, then
it would continue to enjoy revivals today due to its "immediacy." While this is not necessarily
the case, the basic concept of "immediacy" in modern translations becomes a common factor
when examining productions and their acceptance or popularity.
Taking into consideration the audience when approaching Antigone does not appear to
be the concern of another French dramatist, Jean Cocteau. His 1922 translation sought to reduce
the play into its essential language and complete the stage picture with a series of dumb shows.
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Notes made by Cocteau in the original script provide an idea of how the show was presented:
"The extreme rapidity of the action does not prevent the actors from speaking very distinctly and
moving very little. The chorus and its leader are concentrated into a single voice which speaks
very loudly and quickly as if reading a newspaper article. This voice issues froin a hole in the
center of the scenery" (49). Cocteau also provides notes on the 1927 revival:
... Five monumental plaster heads of young men framed the chorus. The actors
wore transparent masks, ... beneath the masks one could make out the actors'
faces, and ethereal features were sewn onto the masks in white millinery wire. The
costumes were worn over black bathing suits, and arms and legs were covered.
The general effect was suggestive of a sordid carnival of kings, a family of
insects. When the curtain rises, Antigone and Ismene are standing near each other,
motionless, looking straight into the auditorium. (49)
Such choices were fairly unique in the theatre world of that time and somewhat distanced the
audience from the play. Despite Cocteau's attempt to "modernize" the play, Greek scholar
and playwright Marianne McDonald calls his translation "naYve and reductive of the brilliant
original" (80). His abbreviated form and its lack of acceptance by society is in stark contrast to
the most popular and critically-acclaimed adaptation: Jean Anouilh's Antigone of 1944.
Written and produced during the Nazi occupation of France, Anouilh presents an
Antigone which mirrored the then-current situation of French society. Rather than being an overt
attack on the Nazi regime, Anouilh presents a fairly balanced view of the two main characters.
This balance provided connections for both French audience members as well as those who
were sympathetic to the occupying military force. Dramaturg Kyle Brenton notes, "Both French
resistance fighters and Nazi officers found plenty to praise in this Antigone that eschewed simple
answers to difficult moral and ethical questions." It is also this balance which caused controversy
soon after the Liberation. Anouilh was viewed as being a collaborator and Nazi sympathizer
and even initially investigated during the purges that followed in the years after the war.
Commentator Ted Freeman explains the reason for Anouilh not being convicted of collaboration:
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"It was not easy to pin much on him. Antigone is a thoroughly ambiguous play after all" (xlviii).

This ambiguousness may also be the reason for its popularity since it allows the audience to
make connections with the play on divergent aspects from duty to love, and with both main
characters, Creon and Antigone.
Frank Jones notes another reason for the success of Anouilh's Antigone when he explains
that it " ... affords greater pleasure than any previous modernization of the play to readers and
playgoers who do not 'consider Sophocles a colossal bore in the first place' but who are ... eager
... to see a Greek tragedy steadily and see it whole" (98). This new treatment is given further
explanation of its merits when Jones expounds on the play:
His Creon is not the stubborn, irascible general-in-office of Sophocles, but an
extremely clever and subtle politician who matches Antigone in intelligence as
well as in will-power. He has all along the insight which Sophocles' Creon gains
only at the end, when it is too late. This results in a work of greater moral and
political force and complexity than that of Sophocles. It also has the pity for
man's predicament, an essential ingredient of high tragedy, which is absent from
Cocteau's version: a pity Anouilh conveys, not through that grand Sophoclean
lyricism which the modern theatre cannot reproduce anyway, but by integrating it
with the action and dialogue as well as incorporating it into the comments of the
one-man "chorus." (99)
In placing Anouilh's play on par with the Sophoclean original, Jones further explains that
it will be up to the audience of any given time to decide whether the play continues in its
success: "Tastes change, as we have seen, and Anouilh's work will doubtless give way to them"
(100). Currently the changes in tastes can be viewed only in a short-term perspective; it is but
Sophocles that has 2,500 years behind him as a playwright. It is this prolonged self-life that
causes his play to be produced to contemporary audiences around the globe.
When considering contemporary productions of Sophocles' play, they can be divided
into two categories: those with a modern approach and those with a classic approach. Through
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the research of 12 professional productions over the past 15 years, 8 of them took the updated
approach to the play while half that number kept it classical. The updated productions ran
concepts as varied as having the characters play in the role of circus clowns, as in the 1992
Irondale Ensemble Project (Holden A 70), to creating direct comparisons between Creon and
President George W. Bush as in the 2004 Nora Theatre Company (Lehman 29). Despite their
varied approaches, both productions were able to communicate the themes in the play. Regarding
the Irondale Ensemble Project's show, New York Times critic Stephen Holden wrote:
An attempted coup de theatre near the end of the play turns tragedy into farce.
Creon chases Antigone around the stage brandishing a knife that turns out to be
a rubber stage prop. After attacking her with other fake weapons, he settles for
landing a custard pie in her face.
But if that's the end of the show, it's not the end of the story. Thebes becomes
a plague-ridden hell piled with corpses.
The production's basic clown metaphor seems forced. But once it is asserted,
the other parallels between ancient and contemporary times fall into place. (A 70)
Drawing connections between the character of Creon and President George W. Bush is not a
unique concept, as it was utilized in five of the eight contemporary productions reviewed. By
placing the story in a modem setting, the play's universality becomes evident. As Jon Lehman,
theatre critic for The Patriot Ledger, wrote when reviewing the Nora Theatre Company's
production, "In a time when politics and questions of public policy seem more important than
they have in years, it's a production that will keep you thinking long after you leave the theatre"
(29).
Not all contemporary productions fare well as evidenced by a review of the 1991 Boston
Conservatory Theater's Antigone. They featured traditional and formalized styles mixed with
more modem forms. In the end, the result was a mix-mash of varying styles that led the reviewer
to term it "schizophrenic" (Kelman 9). The reviewer did not fault the story or the playwright
but specific choices made by the director: "Had Wray [the director] chosen a less schizophrenic
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directing style and a more talented actor for the vital role of Creon, the play could have been a
success" (9). The more traditional approach also had its successes and failures.
Boston Globe critic Bill Marx completely panned the 1998 Lyric Stage Company
production with his review titled "A Classic Without the Magic." Marx noted poor acting from
the actors who played Creon and Antigone but he first noted the problem with the translation
chosen. "The staging's floundering begins with the words. Dudley Fitts and Robert Fitzgerald's
archaic translation deludes director Polly Hogan and cast into assuming Sophocles wrote ersatz
Shakespearean verse." Utilizing a more contemporary translation of the original play seems to
help produce connection to the audience more so than simply providing an updated look and feel.
Reviewing the Royal Shakespeare Company's 1991 Antigone, Michael Billington writes that
while the scenic elements and the spectacle of the production provided "an ideal balance between
ritual and realism," the more important element in the play was at the heart of the original story
(36).
But at the centre of the play are these endlessly suffering individuals: I
increasingly believe that the power of Greek tragedy rests not in catharsis but in
our fascination with the cry of the cornered human soul. ...
But although the matter is tragic, you emerge from The Swan exhilarated.
Partly it is because of the spectacle of the RSC triumphantly firing on all
cylinders. But it is also because of the Sophoclean emphasis on human
responsibility and the Beckettian belief that stoical endurance is our best hope on
this bitch of an earth. (36)
It is the story's ability to speak of the human condition that attracts many directors to the work
and consequently causes many critics to reflect upon it in a positive manner.
While spectacle is one element commented upon by reviewer Kate Kellaway regarding
the 1999 Antigone at Old Vic, she concludes her critique with this observation, "The stark quality
of the production is part of its power; there is no distraction at any point from the tragedy as it
unfolds. And when Antigone at the end speaks of fortune--good and bad--and concludes that
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in life nothing is certain but change, there is a feeling that she is speaking for all time" (46).
The universal underlying themes is what has carried this play through 2,500 years of history.
It appears from the success of various contemporary productions utilizing the original play
in a traditional manner, that so long as a production is able to use its translation well, then an
audience will recognize its themes and find it to be meaningful and enjoyable.
Ruth Scodel comments on the attraction of Sophocles' Antigone as well as the difficulty
in approaching the production and presenting it to a modern audience. She claims it is the play's
background and basic nature which defies attempts to make it a contemporary presentation. Her
conclusion is that the best approach to the drama, is to appreciate it as originally written.
His great central characters and their dilemmas can still speak directly to us;
Oedipus, Antigone, and Electra need no critical help to move a reader or an
audience. But the sophistication, subtlety, and difficulty of his work are not so
immediately accessible .... Much of the aspect in Sophocles is performed by
gods and mortals together. This aspect of Sophoclean drama is especially difficult
for modern audiences to appreciate, but it communicates a great deal to the
richness and ambiguity of the plays. (ix)
The contemporization of a script or a production may provide accessibility to its given
audience. By the same vein, this modernizing also roots it in a time and locale and therefore
often sacrifices its ability to become transcendent in its message. It may simply be the scholars
and critics who have concerns about a play maintaining its transcendent quality since a general
audience often only cares about entertainment value or applicability to self.
Scholarly Response
In a 1955 lecture on the "Future of Tragedy," Albert Camus summed up his discussion
by stating, "Antigone is right, but Creon is not wrong" (qtd. in Anouilh xlv). Such a simplistic
statement only heightens its dualistic nature. How can both characters be right? When analyzing
literature, discussions often begin with the identification of the protagonist and the antagonist. An
overly simple definition of each results in the hero and the villain, respectively. The difficulty in
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conforming the play Antigone to such a description is that the main characters refuse to comply.
Each character outlines their argument for their decisions and provides justification for their
actions, both claiming adherence to the laws of the gods. The fact that they are on opposing sides
allows us to analyze their thoughts and intentions. By examining the characters of Antigone
and Creon through the filter of dramatic criticism, it may help to shed light on this complex
play which G. W. F. Hegel noted as being "one of the most sublime, and in every respect most
consummate work of art human effort ever produced" (Hegel On Tragedy 178).
Beyond the basic myth of the story, it is the characters of the play which provide life.
Emile Zola notes in his essay "Naturalism on Stage" that in order to surpass Romanticism, "real
characters" in dramatic presentations must become the focus (695-96). While some may argue
that the stately characters of Antigone and Creon are not the embodiment of the middle-class,
everyday person, they do represent the essential nature of real people. L. A. MacKay claims
that "Antigone and Creon are not caricatures, but pure types, imaginatively realized, each with
appropriate virtues and failings, appropriate hardness and frailty" (171). It may even be said that
they transcend this nature and reside in what Carl Jung refers to as the "collective unconscious"
(844). This transcendence then places such characters in the category of archetypes, or
"fundamental instinctive patterns ... [of] ... human consciousness" (Steiner 126). Scholar
George Steiner elaborates on this concept when he writes:
But the supposition that the major work of art or text or musical composition
derives its compelling "repeatability," its constantly novel yet entirely expected
shock of recognition ... from archaic levels and experiences of psychic life, is
plausible. At the least, it focuses directly on the fact that this is how enduring art,
music, and literature do work on and inside us, and it is not afraid to see this fact a
central challenge to understanding. (127)
In the Antigone of Sophocles we recognize certain aspects of the characters of Antigone
and Creon in ourselves and therefore have a connection to them. This is not to say that other
adaptations of the ancient story may not also embody such archetypes but they generally focus
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solely on the conflict between the two characters and produce preconceived notions of the nature
of each. As Marianne McDonald notes:
There are many conflicting interpretations of this play. Some modem
commentators see right only in Antigone, and view Creon as a stereotypical
dictator in the wrong. Bertolt Brecht blackened Creon with fascist colors and Tom
Paulin presented Creon with the same strident rhetoric as the bigoted Northern
Irish Protestant leader, Ian Paisley.... Nevertheless things are not so simple in
Sophocles' play. As Hegel suggests, two rights are opposed: the right of the family
against the rights of the state. Familial values conflict with state interests, and the
duty towards the gods of the underworld is opposed to the duty of obeying the
ruler, sanctioned by the Olympian gods. Personal issues confront public issues,
and they radically influence each other.
More than an opposition of rights, however, this play brilliantly shows us the
opposition of two passionate people (Creon and Antigone) who go hell-bent to
their own destruction. (6th@Penn Theatre)
By not giving in to stereotypes defined by any one culture, Sophocles has created characters
that are both seen, at times, as heroes and reprobates. However they are viewed they both share
their common drive. This descent to destruction is analyzed through the words and actions of the
character Antigone.
As the title character, Antigone is the first to enter the scene of the play and the first to
speak. She is also the first to die. Departing the stage 700 lines prior to the end of the play--even
before it is half over--it has puzzled some scholars as to why the play should have been named
after her. As McDonald cites in her book The Living Art of Greek Tragedy, one may even argue
that the play should be named after Creon since in the final reckoning, it is more his tragedy. "In
Sophocles' Ajax, the hero declares that a noble man ought either to live with honor ofto die with
honor. Creon did neither. He aimed at honor but missed through the excessiveness of the pursuit"
(49). She continues the argument by outlining how Creon loses his son Haemon and his wife
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curses him before she kills herself. His honor has been lost as well as his family. "He is right to
say that he is less than nothing, a walking corpse" (49). It is Antigone who, although a corpse at
the close of the play, dies with her honor thus substantiating the title choice. With her name as
the title and her presence at the start of the play, Antigone sets the entire play in motion.
At the begi1U1ing of the play, Antigone arranges a clandestine meeting with her sister
Ismene. They express their sadness over the death of their two brothers as a result of the battle
from the previous night. Antigone then asks Ismene if she has heard of the Creon's proclamation
regarding the brothers' burials and explains the edict:
Creon has ordained
Honor for one, dishonour for the other.
Eteocles, they say, has been entombed
With every solemn rite and ceremony
To do him honour in the world below;
But as for Polyneices, Creon has ordered
That none shall bury him nor mourn for him .... (Ant. 25-35)
From the onset, the concept of honoring is established and Antigone is determined to honor her
brother in his death. Near the end of the first scene, Antigone tells her sister, "But you, if so you
choose, you may dishonour/ The sacred laws that Heaven holds in honour" (77-78). Her duty to
honor her brother and to the "sacred laws" becomes the impetus for Antigone's actions.
G. W. F. Hegel, German philosopher and dramatic theorist, describes in his lectures on
poetry the difference between classic and romantic love as demonstrated in dramatic poetry.
Antigone's duty to honor her fallen brother is inexplicably intertwined with her love for him.
The co1U1ection between the two stands in contrast to Hegel's discussion that often times the two
are on opposite sides. "The most frequent collision which we have to mention, in this respect, is
that between Love and Honor.... The duty of honor may demand sacrifice of love" ("Symbolic"
530). Her love for her brother is the motivation for her duty. Yet perhaps Antigone does sacrifice
another love for her honor. Love for her brother is set apart from the love for her betrothed
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Haemon. What sense of love does she have for Haemon? She does not even mentioned him
until just before she is taken away into the palace to prepare for her death when she says, "O my
dear Haemon! How your father wrongs you" (Ant. 554). It is worth noting that many translators
attribute this specific line to Antigone's sister Ismene rather than Antigone. This fact would
demonstrate the strength of Antigone's love for her brother over that of Haemon since she would
therefore never once mention her betrothed's name. Can Antigone have feelings so distant from
the man she is to marry? Scholar H. H. Asquith provides a resounding answer to his self-imposed
question, "Where then does her love for Haemon come in? My answer is--Nowhere" (162).
Without love for her husband-to-be, Haemon is left out of the equation and Antigone is able to
direct all of her love and duty toward her brother.
Her sense of honor being greater than the love she might have for a husband manifests
itself in her final speech before being taken away. Antigone first laments for herself and then
provides a final argument for burying her brother:
Now, because to you,
Polyneices, I have given burial,
To me they give a recompense like this!
Yet what I did, the wise will all approve,
Never would I have ventured such an act
Against the city's will. And wherefore so?
My husband dead, I might have found another;
Another son from him, if I had lost
A son. But since my mother and father
Have both gone to the grave, there can be none
Henceforth that I can ever call my brother.
It was for this I paid you such an honour,

Dear Polyneices, and in Creon's eyes
Thus wantonly and gravely have offended. (Ant. 1011-27)
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Her sole focus on honoring her brother in his death has caused her downfall. She would have
taken a different path had the dead been her husband or even a son, but she cannot forsake her
brother. Perhaps Antigone could have met with a fate contrary to the one she suffers if only she
would have taken the opportunity to negotiate with Creon rather than embarking on her duty.
Patricia Lines introduces the concept of the need for what she calls political deliberation
in Antigone. She explains in her essay "Antigone's Flaw" that this type of deliberation
"requires listening and persuading, engaging and being engaged. Success depends, above all on
compromise" (4). Her argument is that the biggest stumbling block of political deliberation is
hubris (4-5). In the end, it is Creon's ability to yield that saves his life yet destroys those around
him leading to a deeper tragic quality of the play. Conversely, it is Antigone's inability to yield
that destroys her life. Lines explains in her essay:
Antigone's self-certainty and self-isolation cut short all possibilities for full
deliberation. Yet full deliberation was needed to persuade Creon to change his
mind. Had Antigone not isolated herself from her sister, Ismene would have
stood by her side. Had she sought out Haemon, she would have had another ally.
It seems likely that Eurydice, Haemon's mother and Creon's wife, would have

joined the children's revolt. She did register her objection to events in the end,
through suicide. Had Antigone been ready to engage in politics, Creon would :find
himself facing the open opposition of all whom he loved. He has the capacity, as
we know from his actions in the play, to yield.
Antigone's belief that she and only she understood justice and how it must
apply in the particular situation before her left her with no choice but martyrdom.
If she had only some portion of self-doubt, she may have waited just a few
moments before her suicide. In that event, Haemon would have rescued her. Had
she waited a few moments more, Creon would have done so. A happy ending
required her to consider the position of others, to adjust to their views, and to hold
her individual judgment of justice with some humility. It required an Antigone
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who could anticipate the gradual acceptance of her position by those around her.
Her self-certainty brought her down. ( 13-14)
Lines seems to ignore the fact that perhaps Antigone did pause prior to her decision to commit
suicide and that it is due to Creon's sense of duty that he does not arrive at the tomb in time to
save her. It is the Messenger near the end of the play who explains:
I went with Creon
Up to the hill where Polyneices' body
Still lay, unpitied, tom by animals.
We gave it holy washing, and we prayed
To Hecate and Pluto that they would
Restrain their anger and be merciful.
And we cut some branches, and we burned
What little had been left, and built a mound
Over his ashes of his native soil.
Then to the cavern, to the home of death,
The bridal-chamber with its bed of stone. (Ant. 1154-64)
Instead of hastily sprinkling the body with a layer of dirt, which was the minimum required by
Greek custom, Creon performs full burial rites. By honoring the dead, albeit too late, Creon is
forced to suffer three deaths in his family.
The character of Antigone demonstrates her love for her brother through her commitment
of duty in honoring him in death. Her actions embody the type of person she is. Her focus
on duty even in the face of death is an example that an audience can admire. This sense of
admiration may diminish however, when in the final account she chooses suicide. Her tragic
ending is reflected in Creon's fate at the end of the play. As noted above, he is the one who
provides Polyneices with a complete burial. This burial though is a respectful gesture completed
too late. Both characters have fallen by the end of the play and the audience is left with mixed
feelings of sadness and tragic loss.
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Playwright's Life
Relatively little is known about the Greek playwright Sophocles. Most of the information
that exists comes from an anonymous writer who wrote Life of Sophocles. This brief biography
was attached to the earliest of Sophocles' work ("Sophocles") and is attributed to the ancient
Greek historian Ister who wrote sometime between 250 and 220 B.C.E. ("Ister"). It is agreed
that since the source quotes other sources which no longer exist, "some of the material should
possibly be taken with a grain of salt" (Wilson).
Often referred to as the greatest tragedian who ever lived, Sophocles was born in the
deme (a political division of Attica) of Colonus in Greece. It is somewhat ironic that the final
play he wrote, Oedipus at Colonus, is set in this village. Although there is some argument that he
was born in 495 or 494 B.C.E., the generally accepted date is 496 B.C.E.
Born to Sophilos, a wealthy and well-respected merchant, Sophocles was brought up
in the upper echelon of Greek society. He is supposed to have studied with Lamprus, a famous
music teacher (Scodel 6). This training may have been the reason why he was called upon at the
age of sixteen to lead the boy chorus with his lyre following the victory at Salamis (Wilson).
Sophocles is also noted as having played the lyre as well as singing in the Thamyris since there
exists a likeness of him in the Painted Stoa, a meeting hall where lectures were given (Lefkowitz
161).
When he was twenty-seven, he entered his first dramatic competition and received first
place against Aeschylus ("Sophocles"). He wrote over 120 tragedies, seven of which are extant.
His theatrical contributions also include the addition of the third actor, setting the number of
the chorus to fifteen, providing painted scenery and the advent of the periaktoi, a three-sided
revolving flat used for displaying different scenes ("Sophocles").
According to American Repertory Theatre dramaturg Helen Shaw, prior to his death
at the age of ninety, his son Iophon took Sophocles to court in order to have him declared
incompetent. In order to prove his competence, Sophocles recited lines from Oedipus at CoJonus,
the play he was writing at the time. He then said, "If I am Sophocles, I am not senile, and if I am

Barnett 94
senile, I am not Sophocles." Sopholces was released by the court on his own recognizance.
Harvard scholar Cedric Whitman summed up Sophocles' life as a writer by stating that
he "proved in play after play that excess is an evil, that man must not try to be a god, that not
to be born is best, and all things are insecure; and that he had more of less schematized these
commonplaces into a serene and pious system of life" (7).
Most scholars agree that the play Antigone was first performed in 441 B.C.E., around
the time that he was elected as one of the Ten Generals of Athens (Asquith 159). While it
is uncertain whether the play received any awards at its competition (Nardo 21 ), it is noted
that Sophocles received at least 18 victories at City Dionysia, more than both Aeschylus
and Euripides combined, and that he never finished lower than second place in competition
(Mitchell-Boyask). It can be assumed that the play received at least second place. Receiving
awards is not necessarily an indication of the strength of a play. Mitchell-Boyask continues this
thought by admitting, "I should add that we know very little about the grounds for awarding
prizes in the competition; it is possible that the decisions were sometimes as irrational as at
the Academy Awards, or that the personal popularity of the playwright could affect the judges'
aesthetic decisions." Aside from the apparent award his play received, its presentational nature
is best outlined by Aristotle who utilized Antigone, among other Sophoclean plays, to describe
the strengths of the dramatic structure and the virtues of the tragedy. One such virtue is its
presentation regarding the notion of heroism.
Greek scholar Marianne McDonald notes that heroism is of importance to Sophocles.
She states, "His Antigone is the first female hero character in drama to be a hero in the full
sense of the word. She is the first conscientious objector. The play is often performed as veiled
criticism of an abusive government to show that something is rotten in that particular state" (46).
Summary
The stepping-off point in making the decision to choose Sophocles' Antigone for a
thesis project proves to be a very large step. There exist so many decisions to be made and
considerations to contemplate prior to approaching the play which has been referenced by many
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theatre artists, until very recently, as "the Antigone." The definite article proceeding one of
the greatest tragedies ever written helped to set it apart from other plays even before it had the
need to be set apart in a literary world of translations and adaptations. Judith Malina, founder
of the Living Theatre in New York, developed a translation of Antigone from Bertolt Brecht's
adaptation. In her production diary for her play, she wrote, "The Antigone. The respectful
term for a classic with the definite article preceding it, for its honor and singularity" (qtd. in
Rosenthal 78). This near-reverence for a play gives one pause when seriously considering it as a
production vehicle. Yet it is the continued serious contemplation which strengthens the resolve
to share the playwright's story and create a production. The first step in sharing this story was
determining which translation to choose for production. That first step proved to be one of the
most challenging.
Upon initial consideration of the play Antigone as a possible thesis project, the concept
of having to choose a specific text translation was not properly and fully thought out. It is now
realized that audience taste will influence the choice of a compelling and accessible translation.
Antonin Artaud, French actor/director and drama theorist, presented the argument that classical
texts lack connections to modern audiences and therefore should be altered or done away with
entirely. "Masterpieces of the past are good for the past; they are not good for us. We have
the right to say what has been said and even what has not been said in a way that belongs
to us, a way that is immediate and direct, corresponding to present modes of feeling, and
understandable to everyone" (761). Artaud singles out Sophocles in his estimation of the classic
play's worthiness to modern audiences. "Sophocles speaks grandly perhaps, but in a style that
is no longer timely. His language is too refined for this age, it is as if he were speaking beside
the point" (761). While his views do justifiably call for theatre that is relevant and accessible
to audiences, he seems to neglect the concept that oftentimes it is the translator's voice which
is present when reading a play that is not in its original language. When the barrier of language
is surpassed, the basic story of Antigone can be embraced and fully realized. This presents the
argument for choosing an adaptation over a translation.
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Adaptations or reinterpretations of the original Antigone have flourished in the past
century. The power of the story attracts playwrights and provides them with a desire to share this
ancient story with a contemporary audience.
Antigone is the ultimate story of a dysfunctional family; a made-for-Oprah
tragedy that pivots on the time-honored principle that the personal is--and always
has been--the political. It has everything: incest, fratricide, co-dependency,
betrayal, suicide and martyrdom, which is probably why it has lent itself to
numerous reinterpretations, from Anouilh to Brecht to Malina. (Hoban E5)
A playwright confronts the original, considers his or her personal vision and the perspective of
her or his culture, and prepares a text that will hopefully offer a new and refreshing version of
the classic. The three playwrights mentioned by play critic Phobe Hoban deserve recognition for
their endeavor to marry the ancient with the contemporary.
Chronologically, Jean Anouilh was the first of the playwrights to approach the original
story. He was able to craft it to resemble the times in which he lived, that of German-occupied
France, while at the same time create a new and unique vision. George Steiner, Greek scholar
and author of Antigones, presents his estimation of Anouilh's play Antigone:
Its comer-of-the-mouth disenchantment, its anti-heroics and leather coats,
precisely captured both the hysterics and the embarrassments of unmerited
survival. The apparent simplicity of Anouilh's idiom, the fact that the play can
be staged in everyday dress and with a minimum of decor, made of Antigone the
house-favourite of "French clubs," teachers of French, and little theatres ac;ross
the Anglo-American spectrum. .. . Anouilh's version came to seem to me a libel
on Sophocles. It is not. It is a highly reductive variant, innocent of awe, but with
an intelligence and argumentative poise of its own. (293)
Steiner's view on the play is relevant for the time and place when Anouilh's production was
first presented in 1944. Two years later the adaptation opened on Broadway, directed Cedric
Hardwicke, and was forced into a quick closure. The reason for the short run is attributed to
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the fact that the war protest concept was not brought out and the audiences and critics did not
understand that the religious aspect of the play was replaced with politics (Bieber 142). It is
ironic that forty-six years later the Los Angeles Times panned the play and the director's attempt
to "make Jean Anouilh's 1942 [sic] drama 'user friendly"' (Herman). Jan Herman's critical
review did note that other factors resulted in the poor notice but at the foundation was the lack of
an audience connection to the text.
Severing the connection between play and audience was a goal of German playwright
Bertold Brecht. He sought to distance the audience from the play in order to "provoke them
to action" (Greenwald, Schultz, and Pomo 1123). Brecht's 1948 Antigone is a fully disclosed
commentary on Nazi Germany with the character of Creon being fashioned after Adolph Hitler
and Antigone as a political demonstrator. Keith Dickson, scholar and author of Toward Utopia:
A Study of Brecht, cites that Brecht's play only emphasizes contemporary ideals rather than
universal ones and therefore the play fails where Sophocles' original succeeds.
[H. D. F.] Kitto has written of Sophocles: "His political experiences and
judgments passed through his mind and when they came out, they were
transmuted into something else--into that highest form of art which has
contemplated and then can illuminate, human experience." This is precisely where
Brecht's adaptation so singly fails, despite its ingenuity. Brecht's Antigone is not
about human experience at all, but about political abstractions, from which no
society, least of all Utopia, can be constructed. (126-127)
According to Dickson, Brecht's play fails to address the "universal ideals" because it is firmly
rooted to a specific time and situation.
The attempt to root the play in a society and era was the goal of Judith Malina when she
adapted her own Antigone patterned after a translation of Brecht's play. In 1965 Malina began
creating her play by combining Brecht's version, Friedrich Holderlin's adaptation, various
English translations and Sophocles' original play in Greek. The final result was a play similar to
Brecht's but included connections to the United States' involvement in the Vietnam War. Malina
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cites the play's worldwide appeal in the 1990 preface to her play:
The confrontation of the cerebral formulations of Brecht and Sophocles with the
visceral passions of Artaud made Antigone a powerful articulation of the meaning
of those times. The Living Theatre performed Antigone over a period of 20 years
in 16 countries--and wherever we played it, it seemed to become a symbol of the
struggle of that time and place--in bleeding Ireland, in Franco's Spain, in Poland
a month before martial law was declared, clandestinely in Prague--the play is
uncannily appropriate to every struggle for freedom, for the personal liberty that
Antigone demands for herself. (vii)
"Of those times" echoes as an important caveat regarding her adaptation. When the production
returned to New York for its final run, it was cut short and described as "a debacle" (Rosenthal
71). The premature closure was caused by the fact that the play was no longer seen as being
relevant in the United States because the work had not changed while the rest of the nation had
(75). Each of these examples demonstrates the need to create a work which is relevant to a given
audience but also cautions about assuming that what is important to one audience in one time
will continue to have importance as time progresses and societies change.
Perhaps the audience taste should not enter into the decision making of choosing a
script for production. It could be argued that the essential purpose in producing an ancient
Greek tragedy is to provide the audience with a glimpse of the theatre of its day. Sacrificing
entertainment value for the sake of possible enlightenment could serve as the rationale for
choosing a translation which is considered revered in the area of classical literature. While this
is a possible consideration, there are arguments to refute such a choice. The essence of theatre
contains two elements: actor and audience (Grotowski 982). To ignore one's audience in the
formula of theatre can be described as cruel, self indulgent or both. Late nineteenth and early
twentieth-century productions of Greek tragedies were presented in the classical tradition using
stoic translations for modem audiences as though they were small children receiving what was
best for them.
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By all accounts, these plays were earnest rather than entertaining: this was high
culture as medicine. "To sit for nearly three hours without a break, without relief
save that afforded by the chorus, absorbed in the culmination of sorrows which
the Greek tragedian elaborated of the King of Thebes, supplies the best proof of a
desire to discover something in the theater beyond titillation of the senses," wrote
the reviewer of the Standford production of Antigone in Los Angeles in 1902.
(Winterer 85-86)
While it is recognized that simply presenting a "modem" adaptation to a modem audience does
not assure success, it is noted that it is more important to focus on how the production will be
presented rather than simply which translation is to be used.
While reading through various translations, a textual surprise was discovered concerning
the nature of the first burial of Polyneices in Sophocles' Antigone. The only information provided
is the description by the Guard to Creon:
GUARD. Then, here it is. The body: someone has
Just buried it, and gone away. He sprinkled
Dry dust on it, with all the sacred rites.
CREON. What? Buried it? What man has so defied me?
GUARD. How can I tell? There was not mark of pickaxe,
No sign of digging; the earth was hard and dry
And undisturbed; no wagon had been there;
He who had done it left no trace at all. (282-85)
Generally the audience is left to believe that Antigone is to blame for the first burial since she
readily admits to the second burial when she is caught and brought before Creon (433). The
possible problem in this consideration is first noted by Greek scholar and respected translator
Richard Jebb. He explains, "A difficulty presents itself. The essence of the symbolical rite was
the sprinkling of dust. She had done that. Was it not, then, done once for all? ... I have never
seen this question put or answered" (114). Jebb attempts a hasty explanation that possibly
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Antigone had not taken along the necessary libations for the burial ritual and therefore was
forced to return (114). Greek scholar J.E. G. Whitehorne presents a balanced analysis of the two
prevailing explanations for the burials: Antigone performed both or the gods were responsible for
the first (129). Through a complete and thorough set of arguments, Whitehorne concludes that
Antigone is the responsible party. He explains that she was returning to complete the burial rites
but found the body exhumed and was forced to perform the act of dusting the body a second time
when she was discovered (138-140).
Further analysis on the second possible explanation, that of the gods' involvement,
provides a wide variety of rationale. Whitehorne cites some of the arguments ranging from
the discrepancy in time needed to bury the body to the use of specific words and their possible
double meanings (130-133). Along with his numerous explanations, the text itself provides
a defense for this view. When the Guard completes his explanation of the first burial and its
puzzling nature (Ant. 248-77), the Chorus Leader responds by saying to Creon, "My lord, the
thought has risen in my mind: / Do we not see in this the hand of God?" (278-79). This argument
certainly adds credence to Antigone's stance that she is on the side of the gods (444-45). S. M.
Adams, in his critical essay "The Burial of Polyneices," concurs that the gods were involved
in the first burial but does not agree that they did it in order to side with Antigone. He explains
that they committed the act in order to bring about "not only Antigone's doom, but also that of
Creon" due to their individual hubris, or over-reaching pride (110). This almost sinister view is a
unique but interesting one.
A third explanation is the most straight forward of them all: Sophocles did it. Professor E.
T. Owen explains that the first burial fulfills at least three duties: it prolongs the dramatic interest,

augments the role of the second burial and heightens Creon's anger in order to prepare the
audience for Antigone's entrance (qtd. in Adams, Sophocles the Playwright 47). This argument
seems fairly shallow; one would hope to expect more from one of the greatest playwrights who
ever lived.
W. H. D. Rouse provides the final and most compelling possibility: Ismene did it (41).
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He traces his reasoning beginning with Antigone's revealing of the plan to her sister (Ant. 43)
and Ismene's initial refusal of joining her in the deed (79-80). He also notes Creon's comment
on her perceived nervousness (481). His strongest proof comes from Ismene's apparent two-fold
confession (526, 548). The fact that she is not listened to is due to a case of misunderstanding.
According to Rouse, Ismene is not aware of the second burial and therefore the entire scene
before Creon "is more poignant if the persons are all talking at cross purposes, Antigone
speaking of the second burial, Ismene of the first, and Creon swearing that everyone was in the
plot" (Rouse 41). This is a very intriguing interpretation; one that strengthens the character of
Ismene.
Antigone is a deep and meaningful play with many interesting facets. The fact that some
of these facets have surfaced from the reinterpretations and translations it has lived through,
only make it that much more attractive to direct. A script of its age connotes a certain amount
of reverence when approaching the text. As this play is readied for production, the focus on
how best to present it to a modern audience will be of the utmost concern. A thorough analysis
and critique of its many aspects will shape the concept for the play. It will only be through a
deliberate process of caring and respect that this director will feel prepared to approach "the
Antigone."
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Production Journal
14 September 2006
A production meeting consisting of me and my technical director allowed me to share
my vision for the play, the set design, and possible crew assignments. With a partial set model
and a ground plan to work with, my TD joked with me that this is a first for me since in the past
I have either provided him with rough sketches on scrap paper, the back of an attendance slip, or
a napkin. I reminded him that my designs always fit the final set. Later I reflected on whether this
is due to my resplendent skills as a set designer or his amazing and talented skills as a set builder.
I am led to believe that it is the latter.
During a clean-out session in our costume loft, numerous large rolls of burlap are
discovered. This is a material that might be used in the set construction to help provide the
earthy, roughhewn look that will feature prominently in the design.
Part of the set design constraints is that it must be able to fit completely behind the midstage traveler on the stage so that band and choir concerts can perform during the month of
October. This sharing of the stage will also take place on opening night when a middle school
band festival will use the auditorium during the day until 4 p.m .. The crew will have just over
two hours to strike the stage of the band festival and reset stage pieces that appear in front of the
act curtain. For this reason, most of the set will have to exist upstage. This constraint fits with the
theme of contrasting the overpowering greatness of the gods with the insignificant existence of
man.
18 September 2006
Rehearsals have not even started and there are already concerns. Two of my leads are
having personal problems, two chorus members have not accepted their roles, Haemon may have
to drop, and there are 15 more students interested in working on the show than there are tech
roles. Challenges to work through.
The first rehearsal consists solely of a complete read through and passing out calendars
and performance agreement forms. Students involved in the production must be aware that their
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participation in theatre is an extracurricular activity that is dependent on them being successful in
school.
19 September 2006
The first rehearsal. The read through went well. One actress arrived late and my Haemon
did not show up until after his character had made his exit. After the read through I speak with
him and he explains that he might not be able to participate. I let him know that I appreciate him
telling me now before we have had the chance to progress too far.
The entire cast and crew is present for the read through. This rehearsal day allows
everyone involved to hear the script in its entirety with the actors who will be playing the specific
roles. Since the rehearsal schedule is grouped as french scenes this exercise allows everyone to
sense the continuity in the play. For the crew, this may be the only chance for them to hear the
entire play until it is fully produced since crew members often are not in attendance during the
cast rehearsals.
20 September 2006
A full vocal and physical warm up was given to the cast. I usually lead them through
the first two weeks of warm ups and then am able to hand that task over to my stage manager/
assistant director who has the ability to delegate it to a cast member.
The opening scene in the play will be a prologue of sorts consisting of tableaux that
shows the play in seven snapshots. The tableaux will then reappear during the show. Time is
devoted to this exercise. The cast is divided into groups of five and they create a tableau from
one of four sections in the play. Without guidance, it is interesting to note what scenes are
chosen. The exercise is carried out five times in order to allow each group to explore the four
different sections of the play. Some standard scenes begin to reappear. This may be due to one
group taking note of what other groups are creating or it may be because there are simply some
specific scenes that are important to the play and they are recognizing them.
As the tableau work continues, they are placed in groups of four and work on presenting
the play in five scenes. The deaths feature prominently in the tableaux. This is a tragedy that as a
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total of five deaths before the final curtain so it follows that those scenes should appear but why
should they appear in each rotation?
Some word feeling exercises are introduced to the cast. While standing in a neutral
position on the stage with their eyes closed, cast members are told a word. As a group, they
repeat the word once, internalizing it and focusing on where that word would originate in their
body. The word is repeated again as they each begin to form a body position that expresses that
word. As the word is repeated a final time, it is expressed fully in their voice and in a frozen
body position. This exercise helps the cast to concentrate on how words "feel," where they reside
in the body, and how they might express the deepest meaning of a word through their voice
and their body. The concentration is very intense in the group and many of their positions are
sketched for further consideration.
The intensity and focus of the cast begins to be a concern as it is noted that they are
expressing very real feelings through their tableau work and word exercises. They are asked how
they are doing and a few express that they are feeling a little taken aback by the intensity of the
rehearsal thus far. In order to help break up the time and provide some focus on another area
the cast is arranged in a circle on the floor. The use of soundscapes and music in the production
is explained to the cast. The concept of the cast as an ensemble is also explained since it will
be the entire cast that performs the prologue to the play. They are encouraged to participate in
making music on the stage ala Stomp style by "giving in to the group." As actors begin tapping
on the stage, clapping, stomping their feet, a rhythm is created and music is made. They are
stopped by a call of "and ... stop." The entire ensemble ends in sync and a silence washing over
the group. "Sweet," one actors says aloud. General laughter, positive talk, and smiles fill the
circle. It is their first experience in creating something as a whole and it is a positive one. Further
music-making exercises are performed, some with great success, others that are cut short by a
call of "cacophony" to let them know that the group has ceased working as a group and fallen
into dissonant and disparate individual sounds. This exercise provides the group with a sense of
ensemble while providing some positive possibilities for soundscapes.
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The actor cast as Haemon has decided to drop from the show. I talk with two of my actors
after rehearsal and explain to them that the actor cast as Haemon has dropped and that I will be
replacing him with one of them. The decision to let them know that I am considering between
the two comes after much thought. They both should share in the wrestling over this decision.
It is not their decision to make but they should be aware that both are being considered for the
switch and prepared in case they are chosen. One actor is my Eteocles who will participate in a
choreographed fight to the death at the beginning of the play and then also appear as a guard i~
later scenes. The other actor is one of my chorus members. If Eteocles is recast then I will have
to move a chorus member into that role. Moving the chorus member is the least disruptive move
even though either actor could play the role. The least disruptive move is chosen: the chorus
member will take the role of Haemon.
21 September 2006
Further tableau scenes, ensemble work and word exercises fill the rehearsal time. The
soundscape exercise is further focused by giving words that describe moods from the play. Some
video is shot of this exercise for later review.
A completely fun exercise is given: Antigone: The Musicale! The ensemble is divided
into groups and given ten minutes to create a musical number. Even this fun and apparently nonrehearsal related exercise proves useful by making the cast consider what is essential to the play.
Video is taken of this exercise for the DVD.
Tempo marching is performed to help instill group rhythm and the importance of working
as a member of an ensemble rather than as an individual.
The rehearsal ended by telling the cast that Haemon has been recast by a member of my
Chorus. The Chorus now numbers 10.
22 September 2006
The cast is given a day off so that the crew may meet and participate in a vision-sharing
and brainstorming session. This time helps the crew to feel invested in the creative process and it
gives me the opportunity to consider more ideas to add to the production.
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The design challenges are explained including some in the areas of set building and
lighting. Some of the crew members are veterans and others are new to the program yet nearly
everyone shares at some point or another. All ideas are noted: some are marked with stars for
further consideration.
The sound crew is given an overview of the moods that will exist in the play. A brief
training session is also given about the software that will be used to create the soundscapes.
25 September 2006
Antigone is a dense play with a large back story. The classic style of writing, even though
it is a translation, requires actors to speak lengthy speeches. Table talk is required to make sure
that the cast understands the play and its words.
Some of the actors have fully reviewed their script and have questions regarding certain
words or phrases. Discussion helps to give the actors a fuller understanding of the script and their
speeches.
Further rhythm work is completed. The ensemble is getting better about circle marching
together and keeping tempo. They are reminded that tempo and rhythm will be an important
factor in the prologue and in other portions of the play since some of the soundscapes will be
created by the actors on the stage.
Final tableau work is completed. It is decided that there will be seven scenes total with
an opening dumb show that will help set the scene prior to the action of the play. The seven final
scenes are not completely decided upon. Four of the scenes are set but there is some :flexibility in
what the other three scenes may contain. Is the scene between Haemon and Creon essential in the
prologue? What about the Teiresias and Creon scene? Further consideration will help make the
final decision prior to the prologue rehearsal on October 17, 2006.
As a homework assignment, actors are asked to take one speech from the play and choose
three important sentences, two important phrases, and one important word. This exercise will
allow them to focus on the essence of a speech and consider how it can best be distilled. By
working their energy toward a main idea they should be able to direct the audience's attention
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during a performance.
26 September 2006
Table talk day two. The cast is split into Chorus and single characters in order to use our
time best.
The Chorus requires the largest amount of time since they have three choral odes that
contain extended metaphors and sometimes fairly obscure references that ancient Greeks would
understand but escape a modem audience. Most of the chorus members are mature enough to
ask questions about areas that they do not understand. They are constantly reminded that they
must fully understand what is being said in order for them to express verbally their odes so that
the audience will capture the meaning. Two entire choral odes and one verse from a third ode
are removed from the script since they do not seem to add to the action of the play and contain
numerous esoteric references.
It is noted to the Chorus that despite the removal of two of the choral odes, their role
is essential to the action of the play. They appear in 14 out of the 15 scenes in the play and are
featured in three choral odes. This is definitely a time when being part of the chorus is not simply
being "just in the chorus"-a stigma role that sometimes actors find themselves relegated to.
When the show was cast, fitting together a strong Chorus was as important as picking a strong
Creon or Antigone. I am not sure if they fully understand the strength of their collective role or
the power that they will hold over the production.
27 September 2006
Today will be the last day that the entire cast will rehearse together until October 17,
2006. So many actors have numerous other commitments and cannot make daily rehearsals.
Dividing the rehearsal days will best use our time and allow the schedule to work around the
collective schedules of 21 cast members.
A final table talk session allowed for the cast to ask questions regarding the script or word
choice. A binder with eleven different translations or adaptations aids in choosing an alternate
term when needed. Since the production script is a public domain piece, added liberties are taken
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when the occasion arises that warrants changing the script slightly. Thus far there have been less
than a dozen additions, deletions or alterations in the script.
28 September 2006
The first blocking session of the play covers scenes that contain Creon, Ismene, Antigone,
Guard, and the Chorus. The set crew is in full swing so noise levels made for some difficulties
in actors hearing one another. This is not a new challenge so most of the cast is able to work
through the noise. They are reminded often that this is simply a blocking session; the acting will
come later.
One of my actors is new to the stage and has to be reminded of blocking basics. A mental
check reminds me that he has never been on stage before and simply requires some additional
guidance. Before the end of rehearsal I take some time to take him aside to give him some
positive comments regarding his work on the stage as well as some hints on positioning on the
stage.
Students of all levels audition for the plays and casting is made in a fairly blind fashion
regarding seniority and experience for minor roles. This helps to build a program and also makes
for teaching opportunities during rehearsals.
29 September 2006
Another crew only rehearsal. The TD is not able to attend rehearsal which allows me to
have some work time with the crew.
The sound crew was able to share some of their work. The progress is going well. A
challenge will be how to incorporate the soundscapes being created and matching the timing of
the action on the stage. Some of the soundscapes may have to be performed live during the show.
Three students are assigned to the sound crew just for such a purpose.
Set crew members began dismantling old computers in order to salvage the internal
parts for use on the pediment and pillar bases. Some of the crew members questioned the final
outcome while others joined in the vision and expressed excitement.
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2 October 2006
One of my chorus members has decided that she needs to pull out of the play. She cites
that she has had to leave early from rehearsal on other occasions and needed to miss today's
rehearsal as well. She is told that her thoughtfulness is appreciated. I have never had to remove
a student from a production before although I have had actors drop early on in the rehearsal
process. Her continued absence from rehearsals would have placed undue hardship on the chorus
as a whole. This self-sacrifice is noted and will be remembered.
The cast was a little surprised when they were told that the chorus now numbers nine.
They were told that the number nine was considered as a total number for the chorus in the early
planning stages. Very early on, it was contemplated that the chorus could number three and that
they would correlate with the three fates of Greek mythology. This was abandoned fairly early
when the desire to have a more full chorus was pursued.
Creon and Chorus scenes were roughly blocked. Chorus was given three main blocking
positions on the stage throughout the play: the platform stairs when other characters are giving
speeches downstage, dispersed locations when they address Creon, and the ode position. The
dispersed locations should have an organic feel to them and therefore are being developed during
the rehearsal time. The production's emphasis is on the words spoken by the characters. This
emphasis creates rather presentational blocking forms.
3 October 2006
Haemon and Teiresias scenes were blocked today.
Haemon is a newer actor who requires much direction. He is just beginning to take
theatre classes and has a desire to learn. It is appreciated that he takes time during the rehearsal
process to ask questions about what he is doing and how he should be doing it. A few of the
larger stage crosses are a challenge for him. One movement takes him from the down right
corner to down left. He is asked to take the cross multiple times in various tempos and with
a variety of motivations. He hits on one that makes him say, "That feels right." We keep that
movement for now.
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Teiresias is a very talented actress who fills the stage well despite her petite stature.
Teiresias is to be an ancient character without being old. The character is to be similar to the
elven queen Galadriel from JRR Tolkien's The Lord of the Rings who is beautiful and powerful.
Blocking is very simple for her scene but there is one move that she makes when she grabs hold
of Creon and pronounces to him what will befall him very soon. Time is taken to explain what
effect that motion should have on both characters. Further work will help refine that specific
portion of the scene.
4 October 2006
The first blocking rehearsal of the final two scenes took place today. Both actresses
who play the roles of Eurydice and Messenger arrived late. Student actors have many other
commitments and sometimes their theatre time has to take a back seat.
The scene seems to be lacking some of the energy that was hoped for. This may possibly
be due to the fact that the messenger scene is essentially spoken climatic action (somewhat of an
oxymoron). This scene will be accompanied with a dumb show depicting the Haemon and Creon
scene that is being described by the messenger. The cast (and director) are reminded that this is
only a blocking rehearsal.
5 October 2006
Further work on Ismene and Antigone scenes. Working on these scenes for a second time
allowed for some more exploration into actor choices.
The chorus rehearsal time involved attempting to keep them focused for the duration of
their time on stage. They may pose the greatest challenge of the play.
Set construction has reached the point where the major elements are finalized. The series
of platforms that originally existed in the groundplan of the set design have been replaced by two
smaller platforms with a series of steps leading to the first platform. This change will remove
some concerns about keeping the platforms quiet and will also allow for more room on the stage
for the dumb shows. The series of steps and the uppermost platform will be pulled from the stock
units. The palace is shaping up very nicely. The addition of downstage pillar bases allow for
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added majesty to the palace front. Smaller pillars upstage near the doors will add to the forced
perspective of the design and help to make the palace look bigger than is actually is. A collapsed
pillar downstage left will illustrate the destruction from the prologue war and will also allow the
marble foundation to be revealed to the audience.
The paint crew will be in late next week and will wash the palace to create a corroded
metal appearance. This palace was once grand and magnificent; made of pure and shining
marble. It has since been tainted by the elements of man and three generations of poor choices. It
has been coated with the machinations of man. The original foundation is only revealed after the
destruction caused by the war.
9 October 2006
A shorter rehearsal is called with Antigone, Ismene, and Creon only since students had
the day off from school. Most of the cast does not drive and arriving to rehearsal on days when
there is no school is difficult for them.
The rehearsal allowed for some focused work with the first, six and eighth scenes.
The actresses playing Antigone and Ismene have strong chemistry on stage and are very
free to try scenes multiple times with different tactics. They worked on a show together last year
and recall that in one scene they were asked to work through the same portion of a scene eight
different times but during that time they found the one way that worked best. Because of that
experience they are willing to retry a scene over and over.
Blocking of the opening scene has come together very well.
One actor continues to express that he does not feel as though they are doing very well
in speaking or moving. Some directed work on stage with his character seems to help but it is
noted that he continues to seem unhappy with the progress he is making. This actor has appeared
in five shows in the past two years and has always had the utmost in self-confidence. Perhaps his
response is due to pressure he may be feeling because of the fact that this production is a thesis
project. That fact is not discussed and has never been a driving factor in decisions made. Perhaps
it is a phase that he is going through. Some added discussion later on may help assure him.
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10 October 2006
Rehearsal was moved off the stage and into a classroom in order to allow set building to
take place. Our rehearsal space is very cramped and does not allow for accurate blocking but the
actors do a fine job of working through the scenes planned.
Today was the final blocking rehearsal for the first nine scenes. The opening scene is
going quite well as the two actresses playing Antigone and Ismene continue to explore their
characters and their relationships. Antigone gravitates toward playing her character fairly
spiteful toward Ismene. This may simply be the true character of Antigone but she is stretched to
consider other portrayals as well.
The first choral ode is spoken very strongly. The actor playing Guard was watching
the rehearsal and responded in a favorable manner. His comment later on was that they he was
surprised at how they all started at the same time and in such a strong manner. The blocking is
weak for the odes. The chorus is reminded that they will need to look at one another in order
to provide focus and direction. They also need to make eye contact as they speak to give the
appearance of carrying on a conversation. Currently they are simply working on their timing and
delivery. Acting will come later.
Guard continues to improve. He has a natural talent and looks very natural on stage.
When he is given a card at the end of rehearsal with some notes, he asks for clarification so that
he can fully understand the directions given.
Creon is showing growth as well. He is more confident today. There are moments that
occur in the first Antigone and Creon scene that will add to the strength of this show. When
Creon says, "You with your face to the ground. Do you admit to this?" and Antigone looks up to
face him for the first time, it is a very powerful moment. That snapshot will become one of the
tableaux during the prologue. Five snapshots are firmed up; two to go.
One continued concern is the lack of attention from the chorus. It is recognized that
they must remain still and focused on the other actors for long lengths of time and that this is a
difficult task. It is also recognized that they are sophomores and juniors and some of them are
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acting in a play for the first time. Constant reminders of their importance to the show seems to
help give them focus for a short amount of time.
A meeting with the costume consultant also took place today. Greek examples and other
patterns were looked at and all character costumes were decided upon. The chorus will maintain
a classic Grecian look with period dress. Eurydice will also remain in a Grecian silhouette but
her material will be light and airy, suggesting a delicate butterfly. Creon and Haemon will be
clothed somewhat similarly with longer jackets: Creon from a civil war pattern and Haemon
from a Matrix pattern. Creon will wear a gray coat and black pants. He should not be in full
black or else he becomes a stereotypical bad guy. His gray coat will represent his internal
uncertainty. Black gloves and a black stripe over his heart will symbolize the darkness of his
heart at the beginning while a red stripe and red gloves at the end will symbolize the blood
that he helps to shed at the end. Antigone will first appear in a goth/punk outfit from the 1980s.
The color will be black with red gloves. Her later costume will be a white dress from the
renaissance period to provide her with the softness that exists within her and to represent her
bridal dress as she goes to "marry death." A full body veil is a suggestion from the consultant
that sounds very interesting. Ismene will be dressed in a blue renaissance gown in order to create
a juxtapositioning of opposites between the two sisters. The two brothers will wear Grecian
warrior costumes at the beginning with possible helmets and half capes. Later, when they will
have the armor portions removed, don hats and black pants to coordinate with Guard. Chains
will adorn the hat, vest and pants. The messenger will have a WW II military look. Teiresias will
wear a flowing gown of an earthy color (perhaps a moss green) with a veil over her eyes. Two
"anonymous" cloaks will allow a chorus member to act as Teiresias' girl and allow Antigone to
be hidden for the capture scene. Having two cloaks will allow Antigone and Ismene to appear on
stage together for the burial dumbshow and the final scene when Eurydice is brought out. The
consultant has had much experience in dress creation and has volunteered to purchase all of the
fabric in order to have the costumes built. She is hoping to have all of the material purchased this
weekend so that sewing can take place starting next week.
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12 October 2006
Due to other commitments, I was unable to attend my rehearsal on Wednesday October
11, 2006. I spoke with the cast ahead of time and left my stage manager in charge. Today I asked
some of the cast members about the progress made and the general consensus was that it was
not a very productive rehearsal time. In hindsight, perhaps it would have been better to have
had only the leads attend rehearsal since the lack of attention came from some of the chorus
members.
Today was a chorus-only rehearsal. Not the best planning since one member was missing
due to a vacation (prior excuse) but what made it worse was that two other members were also
absent. Feelings of frustration were evident on my part. The best salvage of the rehearsal was
given.
Timing was worked on even with the missing parts. This was actually a positive process.
Since some members were gone, the other members had to work on the missing timing in order
to keep the lines together. Some movement work was also completed as members moved from
one position on the stage into a formal grouping without a spoken command. The concept of
ensemble is being realized.
What could have been a completely wasted day actually brought forth some fruit. Some
disappointment is felt since the fruit was not shared and enjoyed by all of the chorus members.
Hopefully the six in attendance will be able to act as leaders when the other three return.
The full blocking of the odes were not realized today due to the other work that was done
and the fact that it was hoped that the positioning on stage for the chorus would have developed
from a more organic approach. This may prove to be a difficult element to block effectively.
During some of the readings, soundscape pieces were played to demonstrate how the
music may underscore the acting on stage. The chorus showed some initial interest in this and
responded in a very encouraging way. The last ten minutes of rehearsal was spent in the sound
lab having the sound designers share some of the sounds they have been creating. A small
number of the tracks fit the mood of the play but many of them, while sounding very interesting,
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do not capture the tone of Antigone. Some further direction will hopefully bring the sounds in
alignment. It is becoming more evident that some sounds will need to be performed live during
the show in order to fully integrate. Soundscapes will be introduced starting October 23, 2006.
13 October 2006
Fight choreographer John Armour met with the actors playing Polyneices and Eteocles
to teach them the opening battle scene. Prior planning has determined the weapons of choice,
the opening tableau, the order of the fatal wounds that they will both suffer, and the final ending
place of the bodies. Today was a day off from school so the rehearsal ran from 9 a.m. until 2
p.m ..
John led a physical and mental warmup for the two actors and two other actresses who
joined the session. The fight elements were quickly developed from the initial tableau. Both
actors listened intently and kept their focus through physically demanding work. The six-footlong sticks that will be used as spears are a bit unwieldy at first but both actors are able to control
them within 30 minutes time.
The actor playing Polyneices was in my Actors Workshop course last spring when John
Armour instructed six hours worth of fight choreography classes as well as a two-hour group
workshop. The actor playing Eteocles attended the two-hour workshop. The previous experience
that both actors have had is evident in how quickly they learn the movements. Their collective
background knowledge is also helpful in their awareness of the three safeties of stage combat:
eye contact, distance, and tempo.
One piece of the choreography has the potential to be dangerous. He reviews with both
actors how distance is being used to assure their safety. Before he blocked it, he told me that he
wanted to try something "over the top" and that I had the right to say no if I did not like it. John
wants Polyneices to throw his spear at Eteocles and have Eteocles catch it one-handedly. Both
actors and director alike respond with awe mixed with excitement. It looks good on stage and
adds to the scene an element of "wow" factor. Both of the actors worked hard on it and seemed
confident that they were able to be safe in performing it. Through a series of over a dozen
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throws, Eteocles came close to catching the spear but not completely. John assured them that
with practice they should be able to complete the catch. A "plan B" is worked in in case the spear
is missed. A great deal of added practice will either gel the scene or help us decide to cut it.
Just before the lunch break, the actors work through the complete scene twice. Sequential
photographs are taken during one of the run -throughs for future reference as they practice during
the next week. John will return next Friday for another five hour session.
At the end of the session, both actors are showing signs of fatigue. We stop the session
ten minutes early to review what was learned and allow for any questions. Both John and I share
stage combat horror stories in order to stress the importance of being safe. The intention is not to
make them fearful but to encourage them to stay in control at all times.
The spear throw creates an added technical need: a means to safely catch the spear off
stage should it be missed by Eteocles. The need is explained to the TD and a design is created to
quietly catch the spear as it lands in the wings.
14 October 2006
The costume consultant called to ask if it would be fine to postpone purchasing the fabric
and other costume materials for another week since Jo Ann Fabrics will be having a sale on
October 20, 2006. She assures me that it will be well worth the wait. It means losing another
week of costume preparation but it will be helpful on the show's budget.
16 October 2006
A very positive rehearsal despite not being able to make it through all of the planned
scenes. The continued positive feedback to the chorus is reaping the benefits of an ensemble
that is focused and doing well. They were given numerous positive comments at the end of the
rehearsal.
The blocking position of the ode presentations lacks true dynamics. Perhaps as acting
moments are explored and worked on then the structure will make more sense.
The chorus is the crux of the play. They are one of the directorial choices that I have
made as a director regarding how they should appear on stage and how they should lead the
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audience through the story. I told them today that they are my one directorial touch and I want it
to be executed well. The progress they showed today makes me very excited and assures me that
I have made the right choice.
The Antigone and Ismene scene continues strong. The moments of acting are more
numerous. The general tempo to the first scene is a little slow at this time and it is noted to the
actresses. As they get off book next week, the tempo should find the correct pace.
The Creon and Guard scenes are developing very nicely. Creon continues to be a little
tentative in his choices but he often catches himself and steps back to redo a scene. This is a
student actor who desires to learn well and recognizes that performing the scene again is the best
way to learn.
Painting on the set began today. It is truly shaping into my vision. The temple was once
grand and marvelous but it has been corrupted by man and his machinations. The platform rise is
organic yet it too has been corrupted by the Oedipal curse and therefore is lifeless earth.
The set crew suffered a cut in size today. All of the crew members were told at the
beginning of the play that a time would come when their work would be done and that they
would be told that their work is appreciated but that a new stage would be starting. About four
people were cut. Before the tech runs begin, another cut will keep only the actual running crew.
17 October 2006
Actors were measured today and had their headshots taken. This activity would have been
better suited to a time that would not have conflicted with the rehearsal time. The oversight that
caused this problem stems from the fact that this is a first for lobby headshots. Some past shows
have included promo shots from the play itself but these were taken during some of the final
technical rehearsals. As for the measurements, this production is fairly unique in that costumes
are being made for all of the actors. Usually costumes are pulled from our loft or costuming is
planned around pieces that we have.
Some rhythm exercises were completed by the ensemble following warm ups. As each
member received their headshot and measurements were taken, four scenes were performed.
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Creon was absent, making for some difficult scenework as the stage manager filled in for him. It
is during these times that technicians sometimes decide to pursue acting.
The bulk of the rehearsal time was spent on working the prologue. Actors take the stage
as a mass and form an oval on the stage. After one count, they tum to their left. After another
count, they begin a small march. During three revolutions about the stage, they call forth five of
the main characters: two brothers, two sisters, and Creon. After the third revolution, the ensemble
forms a semi-circle behind the five. A dumb show plays out with Creon placing a crown over
the head of Eteocles, then Polyneices, then Eteocles again. The two brothers face one another
while the sisters and Creon return to the group. The brothers then create a tableau from the
opening fight. They are frozen for a three-count and the group takes a left-right step that releases
them from the tableau and they return to the group. The other tableaux then follow: the comfort
embrace between Antigone and Ismene; the burial scene with Antigone and Polyneices; the
capture scene with Antigone, Creon and Guard; the Teiresias scene with Creon; Creon, Antigone,
and Haemon in the tomb; and Creon with the bodies of Haemon and Eurydice. Five of these
scenes have on-stage correlation while two of them are representations of off-stage scenes. The
off-stage tableaux contain essential action elements for the story as a whole yet they will not be
scenes that are fully shown to the audience. Both will appear as stylized dumb shows that occur
while an expositional discourse is given.
The timing elements in the prologue is looking strong. The actors are demonstrating that
they can work together as an ensemble.
One area of concern is that my Eteocles has a hurt right arm. While playing with some
friends, he injured his arm. He has not had it checked by a doctor yet but said that may happen
tomorrow. The second fight choreography session may have to be postponed if his arm is
seriously hurt or if he cannot perform by that time. Time for a little wait and see.
18 October 2006
The final five scenes were worked through today. Some of the blocking needed to be
patched up because some of the scenes were ones that I was unable to fully work with during
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earlier rehearsals due to other commitments. This rehearsal marked only the second time that the
final two scenes were performed.
Missing chorus members continues to be a problem in fully rehearsing. It is a growing
concern that the chorus will not be as polished as hoped for. If some of the other scenes continue
strong, then perhaps the rehearsal time can be shifted to accommodate for added chorus rehearsal
time.
The tempos seem to be running well. Some scenes fall into a much slower tempo than
they should. When I mention it to the actors, they recognize the fact and concur. On a second
time through, the tempo runs better but it is curious to wonder why they do not fix the tempo
when they are in the scene rather than waiting until afterwards.
Teiresias played the flute portion for Antigone's song and it fit very well. The chorus
reply is missing since that chorus member continues to miss rehearsal. A call home will help
determine the cause. The bridal dirge is an added choice that makes sense in light of the events
of the play. Antigone is not able to marry and speaks of how she is being taken away to her bridal
tomb. Songs are sang at both weddings and funerals and so it worked well to have Antigone sing
her own funeral song: her bridal dirge. The music is original using the words from the script. The
former student who wrote the music is a talented musician now away at college. It will continue
to improve as more rehearsal time is devoted to it.
Tomorrow the rehearsal will take place in the Green Room since the auditorium will host
a band concert.
19 October 2006
One chorus member returns, another is gone and a third one continues to be absent due
to an illness. Should the absence continue, he may need to be removed. A serious discussion will
have to take place next week.
The actors are extremely flexible in their rehearsal space. The Green Room allows about
one-third the space of the stage but they compress the acting area and work well.
Creon has yet to work on the prologue tableaux so some time was spent going over the
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blocking. Creon is in four of the seven tableaux and adapts quickly to the pictures. The highly
stylized convention of the tableaux may be foreign to audience members. Since there are other
stylized conventions in the play (the combat, the dumbshows, the soundscapes) it is hoped that
the audience will recognize the elements and accept them as part of the production. Beginning
the show will this extended prologue should work to set the tone for the show as a whole.
Antigone sing her dirge for the first time in front of the rest of the cast. Despite having
some difficulty in the middle of the first song, it went very well. Two students watching the
rehearsal turned to catch my expression after the song and both made slow nods to indicate that
it is going to be a powerful scene with the song. At the end of rehearsal, the cast was asked how
many felt their heart indent when the song was sung; all hands went up.
The exit and reentry of the chorus member who becomes Teiresias' girl is a challenge that
had not been fully worked through. Some lines were switched to another chorus member in order
to allow for her exit. Reentering appears a little awkward. Perhaps it will look better when they
are on stage rather than in a cramped rehearsal space.
Soundscapes seem to not be fully ready for the inclusion rehearsals next week. Some
soundscape pieces will have to be completed by me in order to assure that enough exist to begin
working them into the scenes of the play. The creation of the soundscapes has been a much
slower process than originally believed. It is an organic process and therefore should develop
along with the blocking and acting. Two rehearsals are set aside for this infusion.
20 October 2006
After some added thought, perhaps a chorus member should not play the role ofTeiresias'
girl. It would be much simpler to have Antigone play that role. This will have to be modified
during the next full rehearsal.
A brief rehearsal included Antigone, Ismene, and Creon. Scenes 1, 6, and 8 are worked on
to allow the actors time to explore their characters and refine blocking choices. One stage picture
that has not been added to the opening scene is worked on to a positive effect. An exaggerated
blocking choice allows the two sisters to come very close to the audience in the lower stage
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right corner helping to create a true feeling of intimacy between the characters. Tightly focused
lighting will also contribute to this sense of intimacy. Light positioning will begin next week.
At the end of the session, Antigone requested that the opening scene between her and
Ismene be played less in order to keep the freshness of the scene. This is a pleasant request
coming from an actress who, just last year, firmly believed that it was best to rehearse a piece for
an extremely extended time in order to be fully prepared. I explain to my actors that one must
be given adequate preparation for a role but that theatre also requires a naturalness and edge that
comes from channeling their energies; energies that sometimes are bred from the feeling of being
unprepared. This actress is demonstrating that she recognizes this perspective.
21 October 2006
The costume consultant brought by all of the material and patterns that she purchased
for the show. Her pattern choice for Antigone's first dress does not appear that it will be able to
be made with the fabric purchased. It will be interesting to see what happens with her dress. Her
suggestion is to make Eurydice's dress very plain with a draped back. My concept has been to
give her in a classic queen appearance. A different pattern that she has chosen may work better
than the plain one. The material for Creon's costume is much more shiny than anticipated.
The gray coat is actually silver. With less than a month to go before we open, I am not sure of
other options. It will make Creon look more futuristic. This may help contribute to the postmodern approach planned for the play. It was not my intention to include a futuristic look to the
production but it may fit in with the post-modem set creation.
23 October 2006
All scenes from the first half were covered today. The choral odes continue to progress
although certain chorus members need constant reminders that they are rehearsing for a play
every moment; this includes when they are listening to other characters speak. Some members
tend to drift away from the scene at times. They are reminded that they are the ones that audience
members will look to when dialogue is being given. Their focus will help refocus the audience.
The first scene with Antigone and Ismene is skipped in order to allow that scene to rest a
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bit and to provide additional time for the chorus to work. Very little additional work is needed in
the opening scenes. The Guard continues to develop into his role very well.
Nearly all costumes were sent out today for building. A number of parents and one
grandparent have volunteered to sew. The biggest concern is that proper measurements were not
taken of the actors. While it is best to have costumes be a little large so that they can be taken in,
it is a concern that they may be too large. Quick figuring helped a little but without a measuring
tape handy, the best guess is what is used.
24 October 2006
The cast was given a second rehearsal to work on the prologue scene. Timing is essential
and the focus from the ensemble was very evident today. They want this to be a powerful scene
for the audience.
Eteocles has his arm in a sling. His doctor said that it did not appear broken but that it
was too swollen to be certain. He is supposed to see the doctor again later in the week. The fight
scene continues to lose rehearsal time. It is considered that possibly the fight might need to be
restaged completely or Eteocles replaced.
The set is nearly finished with only a little painting left to be done. I am very pleased with
the result. It fulfills my vision and fits well with the play.
30 October 2006
Eteocles is able to use his arm again. Following the prologue work, the brothers were sent
to review the photographs of their stage fight in order to remember what was blocked. After the
rehearsal time, they admitted that the photos were very helpful and they both feel confident that
they will be successful in the staging.
Choral timings are some of the only elements that continue to require work. It may be
that a separate choral rehearsal will be required if problems persist.
Soundscape work is taking off well. The prologue is figured and recorded. All first half
soundscape pieces are noted in the script and will be recorded later this week. Lighting is being
set albeit slowly.
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Ismene's costume is returned. It is quite large when held up against the actress. She says
that her mother will help take it in.
31 October 2006
Missing chorus members again. My appreciation goes out to some of the actors who have
very little stage time yet commit themselves to arriving each day and staying through an entire
rehearsal. As a director, I must remember these sacrifices later when other plays are cast.
It was discovered that the prologue was not actually recorded. Something to redo

tomorrow. Saving one's work is always a good friend.
Antigone sang her bridal dirge again today but stopped and restarted multiple times. She
is uncomfortable with how she sounds as she sings. She complains that she is not able to hear
the flute either. The scene continues with her speaking the lines. The chorus is able to give his
reply and it sounds very nice. Antigone's second song goes well. Helping actor's over feelings
of inadequacy is a daily role for a director. It is that much more important that a director build up
his actors on a constant basis in order for them to have little room for those inadequate feelings.
The closing scene with Haemon and Eurydice being carried out on their respective litters
is performed for the first time. The litter for Eurydice is quite heavy and somewhat awkward to
handle. Further practice will help.
1 November 2006
Working through the second half again allowed for some strong moments. Antigone's
song and the chorus reply was dead on. When the actress playing Antigone does not worry about
how she is singing then she does so much better. The tone is what is essential.
The general tempo of the play tends to drag at times. Some of this comes from the fact
that the play contains serious subject matter. Actors are reminded that since the subject matter
is morose they do not need to sfow their speech delivery in order to show the seriousness of the
play. Drumming on the apron of the stage forces the actors to speak over the sound and it helps
them drive their lines. At the close of rehearsal, the actors are asked if they noted the change in
their tempo when they had to work over the rhythmic sound on the stage. They agreed that it
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made a difference.
The prologue continues to develop very well. The soundscape is rerecorded and it fits
fairly well. One of the mothers helping with costumes stayed to watch it and made many positive
comments. She wondered about how the ensemble was able to match rhythm and speak together.
A breakthrough scene today was Antigone's bridal dirge. Antigone sang the entire song
for the first time and the chorus was able to reply. The song is very raw and real and soulful.
Its tone and mood make it quite moving. Antigone continues to express concern over how she
is singing the part and Teiresias is concerned over how she is playing an instrument that she is
unfamiliar with. Neither are concerns since the end result has such a wonderful feeling to it.
2 November 2006
As the opening half is played out again, it has the feeling that it is the second half that
may need additional work although the three choral odes are all in the first half. Added chorus
work at the end ofrehearsal helped to remind them of their movements and various positions
during the play. Of all characters, they have the most movements and positions about the stage.
They are reminded again of their importance to the play especially in the dialogue interchanges
with other characters. Some of the delivery is tending to fall flat and sound robotic. They
are encouraged to look for the individual acting moments that will help define their specific
character.
As an added element during the fight scene, rhythmic drumming and sounds were created
by ensemble members off stage. It was very effective. The members were only on the stage right
side since Polyneices throws his spear stage left and he continues to need practice in aiming his
throw. The effect was quite dramatic. This may be the one area where the ensemble "music"
sessions will be included. One actor asked why there were no other places that they had the
chance to use the rhythm work that we completed early on but it was pointed out that they use it
throughout the entire play and especially in the prologue. The actor conceded.
Added fight work was completed with the two brothers. They are focusing on
vocalizations and acting moments. Keeping the tempo slow at this point is difficult for them both
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yet small reminders are taken and they adjust immediately. I continue to be impressed at how
focused they both are when they work.
The first scene with Antigone and Ismene has reached its final position. It is a pleasure
and a pain to watch. Both actresses give to the other so much that their characters show through
and one can sense the pain that they both have endured. These are choices and actions that they
have developed through their dedication to the part and the play. A comment by one actress after
rehearsal is that she really feels as though they are truly sisters which makes the scene that much
easier to perform. It is a very strong opening scene.
Soundscapes continue to be recorded and added for all transition scenes and dumbshows.
Creon informed me today that he will have to leave early on Monday and Tuesday
because of basketball tryouts. He is told that it is not a good thing to miss two rehearsals the
week before opening a show. He assured me that it will be a small amount of time since the
coach will still be :finishing football season.
The fight choreographer is scheduled to work with the two brothers on Monday
November 6 and possibly Friday November 10. It is not the ideal situation but Eteocles' arm has
taken a while to regain its strength. The two brothers have done pretty well this week in getting
back on track after having so much time off.
Teiresias' dress came in for a fitting. She looks striking in it. The head veil is not
completed but it is draped over her so that she can get the idea of how it will hang.
3 November 2006
A dry tech was scheduled for today but the time was spent setting lights and finishing the
soundscapes so that they can be included on Monday in time for the technical inclusion rehearsal.
The two brothers used some of the rehearsal time to further practice their scene. Between setting
and gelling lights, they worked through their fight multiple times. One of the techies is a javelin
thrower for the track and field time so he took some time to work with Polyneices on his throw. It
is becoming more accurate.
The soundscapes are nearly wrapped up with only one or two left to complete.
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During rehearsal, PNTA was called to check on the status of a hazer and six new sets of
eye lights that were ordered over a month ago. The hazer should have already arrived and the eye
lights are scheduled to arrive on Monday. The salesman at PNTA explained that he would have to
get back to me on Monday. It seems odd that he cannot tell the shipping status of these items.
The rehearsal was called 30 minutes short due to my having to leave to view a play in
Newberg and because my TD had to miss the rehearsal due to other commitments. With so many
shortened rehearsals I have called into question whether it was wise for me to allow so many
Fridays off. There are only six rehearsals left.
6 November 2006
Creon was missing from rehearsal today. He is at basketball tryouts since the football
team did not win their Friday night game, cutting short their season. It is very inconvenient for
him to miss two of the six final rehearsals. A talk with him tomorrow will attempt to impress
upon him how important he is to the cast and the show. The other cast members are told that
perhaps positive peer pressure might be needed. One cast member said that he will also miss
Wednesday. This is new news.
Fight rehearsal placed the actors in the classroom space. Trying to split time between the
stage and the fight choreography and the actors in the classroom simply created a very frustrating
situation for all involved. I do not subscribe to the concept of "it will all come together in the
end." That idea creates a belief that a cast need not be prepared ahead oftime. Today was one of
those days when it would be nice to have some added hours in the rehearsal schedule. Nearly all
actors called for lines.
One of the chorus members called in sick creating a tough situation for the rest of the
chorus let alone the fact that they were not able to be on stage. Focus seemed to be at an all-time
low. Tomorrow will be a new day.
Further work on the stage lighting will allow for the light cues to be set tomorrow.
Four of the chorus costumes came in for sizing. The wraps have not been completed yet
and the trim still needs to be added. Currently they simply look like sewn sheets for a Christmas
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pageant. They chorus members do not look too excited. Antigone's bridal dress and Haemon's
costume also make an appearance. Haemon needs the coat to be taken in a great deal and it is
about 14 inches too long. It is pinned in order to be finished by me. The bridal dress is beautiful.
The mother working on it is putting in a great deal of time. The fittings will make this one of
best built costumes for the show. Messenger's costume has been pulled from the costume loft. It
is the only costume not built for the show. The actress playing the role has not made a comment
regarding that choice but is not overly enamored with her costume.
PNTA was called again to check on the status of the new equipment. This time I stayed
on the line when the salesman went to check the order status. When he got back on the phone he
explained that they hazer had been sitting in their warehouse for a couple of weeks and that the
eye lights were also in house. When asked why they had not shipped yet, he was unable to give
an answer but said that they would ship out either today or Tuesday. Having them eight days
before the show opens in front of an audience is not the best situation but it should do.
7 November 2006
I spoke with Creon during lunch today expressing the concern that I had about him
missing two rehearsals that had now grown to three. When one is the lead character in a play, not
being present at half of the rehearsals the week before opening is unacceptable and does make
for successful or productive rehearsals. He had a difficult time responding and he was told that
perhaps the time could be split between his tryouts and our rehearsals. He did not explain how
he would use his time over the next two days. The previously planned no rehearsal day on Friday
November 10 will be added in order to make up one of the missed days.
As the rehearsal started, I explained to the cast that Creon was going to be gone again
today and perhaps tomorrow. While this would be a difficult situation, it would not be the end
of the world. They were told of the talk I had with him at lunch and it was impressed upon the
cast that I was not angry with him or his choices. I did explain that it would simply make for a
challenging time and that Friday November 10 was added to their rehearsal schedule. No one
was to miss that rehearsal.
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Creon missed again today yet he attempted to join rehearsal. As cues were being loaded
into the lightboard, Creon arrived late and was acting through his first scene despite having
missed the Prologue. During the loading of cues, one of the other actors came to the booth to
tell me that Creon was doing very badly and that I should talk to him. I had noted that he was no
longer on the stage but figured that he had gone back to tryouts. When I got backstage, Creon
was in tears and various actors were attempting to console him. I took him aside and encouraged
him to have another student sit in so that there would not be the possibility of creating a "he said"
situation. Having another set of ears is often a positive. He was mostly upset because a number
of the cast members were giving him a difficult time. He also expressed that he felt as though he
had told me well in advance that he would miss three days prior to opening in order to try out for
basketball. I chose not to argue with him despite the fact that he had only mentioned three weeks
before that he was "thinking" about trying out for the sport and the third day had not been added
until Monday November 6. The more we talked, the calmer he got. He was not in any shape to
try to go back on stage so he was told to go back to tryouts if he needed to but that he should
return prior to the end of rehearsal so that I could talk to the cast and crew as a whole.
The time it took to talk through the situation made it so that the lights were not able to to
be completed. That is what tomorrow is for.
The full run-through was finished by 5:30. The final 30 minutes were spent giving some
positive input to the cast and crew. This was not simply a pep talk. This was a director speaking
to crew and cast and explaining to them what is coming together well. Telling them that I have
faith in them seemed to help give them faith. Creon had returned and I reiterated what I had
said at the start of the rehearsal and what I had said to him. It was his intention to be at tryouts
the next day which would create a challenge for the cast but they had taken up a tremendous
challenge simply deciding to work on this show. Verbalizing my belief in them and pointing out
the great strides they had put forth helped buoy my belief in them and in the show. A group hug
may have been in order but one was not called. It would have made all that was expressed into a
cliche when it was truly coming from the heart.
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The choral odes continue to be flat. The first ode seems to be the strongest while to
second and third lack life and character. It is recognized by this director that their blocking
rotations are not very creative but I am uncertain as to how to fix it. Two of the odes have already
been removed and a stanza from a third one. The ones that are left add to the story providing
either exposition or further analysis of the characters. It was noted from the beginning that
the role of the chorus might be the one that audiences would be least able to understand or
appreciate.
The order from PNTA did not come in today. When I called PNTA, I was told that they
were not able to ship out Monday but should be out today and would overnight in order to arrive
on Wednesday. My confidence is starting to wane.
8 November 2006
Creon was gone again but the SM filled in and read through all of his lines. A chorus
member called in sick (a different one than the one gone Monday). Light cues were being entered
quickly setting up for the Thursday dress to be the first full technical run through.
At about two-thirds of the way through the show one of crew members caught me in the
wings to say that one of the chorus members was having an anxiety attack. As I got out on stage,
three other chorus members were taking her off the stage in order to get her to sit in the house,
the scene on stage continued as I had the TD call her mother. When I rejoined the group, she
was in a complete panic, crying out, clutching on to the three students holding her and refusing
to sit in a seat. After about 10 minutes of extremely difficult waiting, the actor regained enough
composure to take some medication from her purse. About five minutes, when she had settled
down fairly well, her mother arrived. She explained that this was something that she had been
battling for about three months and that it had been over three weeks since her last attack. Her
mom took her home early.
While her attack was taking place, the cast had left the stage and went to the classroom
while the tech crew finished setting lights. I commended the crew and cast for doing their best
to carry on normally under such a strained situation. The were told that she had been working
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through these attacks for the past few months and that it would be difficult for her when she
came back but that the best thing to do was simply to provide her with support.
Rehearsal was unable to be finished in a normal manner so it was called 15 minutes early.
Messenger and Eurydice were apologized to since their scenes were no able to be presented. The
cast asked ifwe could have pizza on Friday as a way to allow for some positive time as a cast
and crew. I gladly agreed.
When I got home from rehearsal, I spoke with the actress' mother about her attack. She
explained in some detail about the challenges she had been facing and what her doctor was doing
to help her. Her mother said that she asked her what she planned on doing if she had an attack
during the show. I explained that I do my best to train actors to continue with a show no matter
the situation but that specific plans of action are not in place until the moment they are needed.
After the phone all, I decided that a course of action would be in place. This is a new departure
for me but then I have never had an actor have an anxiety attack on stage before.
With it being less than a week before the shows mounts in front of an audience, it does
feel a little overwhelming to have so many challenges going on. Is it truly that there are more
challenges or does it simply feel that way since this is my thesis project? I think that there really
are that many more challenges right now.
No order arrived from PNTA and I was not able to call to check.
9 November 2006
Creon was back today but we were still missing our chorus member from yesterday. The
chorus member who had the anxiety attack was back and the full show rolled. Creon's final scene
was difficult. He called for lines a few times until I finally told the SM that he simply needed to
move through his lines whether he know them or not. On Tuesday he told me that he knew all of
his lines and that missing three rehearsals would not pose a problem. It was a problem.
All light cues were able to be entered meaning that Friday's rehearsal will be the first to
incorporate the programmed faders. Soundscapes have been played over a microphone through
the laptop used to create the sounds. All of the sounds will be burned to a CD to play through the
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sound system but that might not take place until Monday. Finishing the costumes are taking a
great deal of my time at home. While the bulk of the difficult sewing has been done by others, I
have taken on finishing many of the costumes as well as creating all of the chorus costumes. This
weekend I will complete the two anonymous cloaks for Ismene and Antigone.
The student who had the anxiety attack yesterday briefly left the stage while I was in the
booth helping load light cues. My wife was watching from the audience and went back stage
when the actress walked off stage with two of the chorus members. She was able to stay fairly
calm and argued with my wife when she told the girl that she was calling her mother. The actress
kept telling her not to and was able to go back out on stage. I talked to the actress at the end of
rehearsal to tell her that I was proud of how she was able to contain her fears and was able to
return to the stage. She apologized again and I simply gave her a hug.
The bridal veil arrived today allowing Antigone the opportunity of trying it out. It will
need to be bobby-pinned to her hair.
PNTA was contacted again and the salesman explained that the items should be delivered
today. I requested the tracking numbers to be emailed to me but he was unwilling to do so. He
reiterated that they should arrive today. I asked our custodian on duty to watch for the items to
arrive since Friday November 10 was a holiday and the main office would be closed. If the items
did not arrive today then they would not be able to be accepted until Monday November 13
which would allow only two days to replace the eye lights and work with the hazer. The items
never arrived.
Evenings this week have been filled with sewing chorus costumes and completing final
touches on various pieces. Teiresias' veil went through three variations before I decided on one
and finished it. My personal touch has been added to a number of the costumes while others are
simply trusted to be created as they have been envisioned.
10 November 2006
The hazer and eye lights finally arrived. Thankfully our custodial staff was on duty today
and accepted the packages. Of course that is only the good news. The bad news is that the eye

Barnett 134
lights did not arrive with their yokes or their c-clamps. We have the lights but no way to hang
them. A somewhat frustrated call to PNTA (who was closed due to the holiday) explained that if
the yokes and c-clamps did not arrive on Monday then they would have to accept the return of
the eye lights. Currently I would discourage anyone from using PNTA.
The end of the show was cut short due to fight work on stage. The safety of the two
actors does take priority over the rest of the show. Actors have been given adequate rehearsal
time although at times they have not used it very wisely. I had to apologize to Messenger and
Eurydice again since their scene was missed. My feeling goes out the most to Eurydice since she
has the fewest lines in the entire play. Their scene is not one that necessarily needs added work.
The rest of the chorus costumes were on stage today and the wraps were incorporated.
Teiresias' veil was added as was Creon's costume. Eurydice brought in her costume and Ismene
explained that hers would appear on Monday. Nearly all costumes are completed except the two
cloaks and Antigone's opening costume. I will have to complete the cloaks over the weekend
only after purchasing additional fabric since my costume consultant only purchased enough for
one cloak. The fabric was only half width which she may not have been aware of.
The pizza dinner together was a healthy choice (not due to the pizza but healthy for cast
and crew). It did cause us to miss the final two scenes but having some positive time together
probably means more at this time. Creon seems a little quiet and less jovial than he has in the
past. This has been a very hard week in his life.
The chorus member who suffers from anxiety attacks asked, "What is going to happen
if I freak out on stage?" My reply was, "What do you want to happen?" "I don't know," she
answered. I then asked her if she would feel better if I told her that there was something in place
"just in case" and she said yes. The plan included that she would have to walk off the stage on
her own and a running crew member would help her into the Green Room. At that point the ASM
would have a script and simply step on stage to read her lines. I explained two other instances in
the past two years when a plan was made to put into action. It seemed to relax her a little.
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13 November 2006
First run through with all light cues and all sound cues from the booth. The backstage
sound cues were not able to be played due to technical difficulties but will be included tomorrow.
All costumes were on stage and the cast was in makeup.
The most awkward acting came from Creon. He stumbled through his final scene with
Haemon's body and the Messenger. As he sat on stage, shaking his head, I fed him lines. They
were made to repeat the closing scene twice but he did not seem to be picking up the scene. An
audience will appear the day after tomorrow.
The hazer was incorporated and it helped create a nice mood on stage and created the
"shafts of light" that were constantly described to the cast and crew. Some of the lights are not
quite right. There is one area that continues to be dark on the stage right side just in front of the
platform. There is not enough time to check it during rehearsal so it will have to take place later.

An initial run of taping the dress rehearsal was attempted but the hard drive that was
used is only able to save four gigabytes worth of information at a time. This meant that only 19
minutes and 56 seconds worth of video was captured and then it stopped recording. It was not
until past the half way point that this fact was noted. The dress taping will have to take place
tomorrow.
The total running time is just about as anticipated: right around 95 minutes. When the
entire play was being contemplated, I figured it would run about 110 minutes but two choral
odes were removed and the Prologue was included. It is a good feeling when the total running
time is close to what was expected. No intermission will be included due to the relatively short
production time.
The yokes arrived for the eye light but no c-clamps. Luckily some old light instruments
were removed from our light bars earlier in the rehearsal schedule so there were old ones ready
to be used. My TD was kind enough to stay after and hang them. It was a long and difficult
process since it was decided not to dismantle the set in order to lower the eye bar. It is very nice
to have full replacements for lights that are over 20 years old.
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14 November 2006
A fairly strong dress rehearsal with some strange oddities. The acting went well, technical
aspects were on, but there were three missed entrances. This was the first time that actors have
missed their entrances.
The on stage sound effects went well especially considering it was the first time they
were played. Much of this comes from having experience crew members. The SM and ASM
simply need to keep on the actors a little more so that they do not miss their entrances.
Photographs were taken of the play. It is nice to have the hazer to help accentuate the
lighting.
A video of the dress was made. It will demonstrate many of the rough edges leading into
the final dress of the show. It should also demonstrate the strides made by the cast should the
actual performances go well. Time will tell.
Many difficult trials and challenges have been encountered in the past week. The cast,
crew, and director have weathered much. An invited audience will experience for the first time
the work that we have spent 30 days preparing for.
The invited audience tradition allows for drama class students and some friends or family
members of the cast and crew to attend. The audience is welcomed at the beginning and told that
it is a dress rehearsal which means that they will see the whole show but that if needed, the show
may be stopped to correct something on stage.
15 November 2006
A rough final dress is sometimes seen as a good omen. Final dress had some difficult
spots. On the technical side, the hazer would not heat up and work. Twenty minutes before the
curtain for the invited audience show, PNTA was contacted in case they could assist in making it
work again. Two fog machines were put into place but the effect was not even close. Hopefully
the machine can be reset tomorrow morning, otherwise it will have to be scrapped.
Most of the actors had strong performances with the exception of some actors who were
acting for the first time in front of an audience. With an invited audience of over 40, hopefully
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those "opening night jitters" are now a thing of the past.
The weakest scene of the play was the final scene. Creon missed some lines causing
Messenger to enter in order to help save the scene. She delivered her lines but he did not
respond. She continued on with the scene and saved it. The energy and tempo are lacking in the
final scene and will be evident in the final performances unless Creon internalizes comments and
directions given by his director. His role is a huge one and very complicated. Is it too difficult for
a junior to tackle? That is what academic theatre is for: attempting what might not normally be
attempted. Hopefully it will prove a valiant effort.
An entrance was completely missed and it was not covered up very well. From the
audience one could hear techies running backstage to get the actor or actors and then slamming
doors were heard in the distance. It is hoped that that moment is not remembered by those
present who choose to tell others about the play.
A few light cues were very slow and two other ones went at the wrong time although they
were probably only noticeable by someone who knows the show well.
Additional photographs of the play were taken today. There are many nice stage pictures.
During lunch some students were talking about the play and discussing about whether
or not they will be able to understand what is going on in the play. They were assured by me
that most of the play is communicated in the feeling and tone of the show rather than simply
the words. On reflection of that statement, it may have been an oversimplification to make
that statement. The largest obstacle in producing this show has been how to capture modem
audience's interest and keep it. There continue to exist some scenes that feel static due to the
length of speeches spoken. While this could have been elevated by cutting down all speeches, it
was this director's intent to keep the words as true as possible. Rather than dropping theatre to
the lowest common denominator, it is hoped that audience members will rise to the level of the
presentation. Time and talk will tell.
16 November 2006
Opening night went incredibly well and technically smooth. Actors were on, music and
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light transitions flowed, and the audience response was very positive. Some laughs were given
during the guard scene, the Teiresias prophesy held the audience dead silent, and many people
gave a standing ovation (something that is not of general practice in our community).
On the technical side, there were some advances, some challenges, and some areas that
continue to need to be worked on. The hazer was able to be reset in the morning after a technical
call from PNTA. That assistance helped earn back some trust for the company. During the school
day the auditorium was being used for a district band festival. This forced the set to be partially
dismantled to accommodate for them. Although we prepared the set for such a case (in fact, all
sets are designed in such a way and in the case of Antigone, it was dismantled twice for other
groups). As the set was being reset, a wire that helped to suspend the pediment snapped in half.
Luckily it occurred as we were supporting it to be reset rather than occurring on stage during a
show. When the wire was replaced, it was added at double-strength. Some of the lights seem to
continue to be a problem. I am not sure if it something that we simply missed in focusing them
or if it is because many of our lights are over 20 years old and they tend to slip and move out of
focus.
The audience size was the second largest in over ten years. With 230 in the house, it was
very exciting for cast and crew as well as the director. It was explained to the cast and crew early
on that this show was not being produced to be a huge commercial success. It did not need to
make money but it needed to be of such quality that audience members would understand that we
produce strong theatre in our program. Just over 20 high school students left the show during the
performance. Standing at the door to let them leave frustrated me at times not for their leaving
but for the disturbance to other audience members and the actors. People are people.
A personal note: During the last period of the day, I was substituting for one of the P.E.
teachers and was stung by a wasp three times on the back and side of my neck. The swelling
began immediately and I was relieved from my coverage. I went to the office and received two
antihistamines and an ice pack. Opening night found me fairly tired and wondering how many
challenges could I possibly endure while finishing this play.
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17 November 2006
Second performance and the cast was prepared for the possibility of the "second night
blahs." It has been common practice to discuss where the phenomenon comes from and how best
to combat it. At the director talk, they were reminded to give all that they gave opening night
since it is the same paying audience no matter how they might perceive the audience's response.
The talk seemed to pay off. The show went more smoothly than opening night and the Guard
scene was much more up-tempo.
It is apparent what aspects are most weak in the show. Despite constant correction and
explanation, Creon and Haemon continue to address lines to the Chorus straight at them rather
than in an open fashion. My reminders are to speak to the second leg rather than upstage. To the
actor they must feel a disconnect and therefore have difficulty understanding that it appears from
the audience that they are looking at the Chorus. Guard is also tending to tum more to Creon than
he ought. Blocking basics as taught in my Introduction to Theatre class states that all actions and
reactions need to be seen and heard by the audience. Some of the blocking choices throw focus
to certain characters on stage and are purposeful. The concern comes from whether or not the
times when actors tum on their own will overshadow the stage pictures that are created.
A friend of the TD saw the show tonight and explained that he has extensive play viewing
experience and his son has his MFA. His strongest comment was that he liked the blocking. I did
not have the opportunity to have him expand on this comment. Perhaps some of my concerns
regarding where actors are facing when I perceive them as facing too far upstage might have a
more natural appearance to someone else's eye.
The show was adjudicated by the Oregon State Thespian director for possible
performance at the State Thespian Conference in April 2007. She congratulated me at the end
of the show but did not provide any other input. A written evaluation will arrive later and two
other high school directors will view a video of the show in order to determine what shows
will perform. Do I believe that this show is worthy of production? Yes. It is laden with many
strong production values and represents a vein of theatre that many audiences and actors lack
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experience with. Do I believe that it will be chosen as one of three show to be produced? No.
The fare at conference tends to be comedies, musicals, and the safe dramatic presentation
every few years. Why did I submit it? The critique will be helpful for further growth as actors,
technicians, and the director. It should also prove valuable with the self evaluation portion of
Section 3. Would it be rewarding and an amazing opportunity if it was selected for production? A
resounding yes.
Tomorrow is the final performance and it will be reviewed by my thesis chair Brenda
Hubbard. The cast and crew decided that they did not want to be told when the state adjudicator
would arrive nor when Brenda would arrive. They were all told that they would be told after the
closing night.
18 November 2006
Closing night was the strongest show. All technical aspects ran flawlessly (as nearly every
night), and the actors were on. A minimal number of tripped words did not distract from the
overall presentation.
Guard had his strongest performance in his first scene. Haemon may have been a bit
overzealous in confronting his father. Creon seemed a bit out of sorts. He said that he felt as
though he was coming down with a cold. The TD noted that his walk seemed a bit stilted and that
he was favoring his right foot. It was not something I noted right off but my mind was exploding
with the final night and the anxiety of having it reviewed by my thesis chair.
On Wednesday before the final dress, some of the cast members asked to know when
Brenda would be arriving to view the show. They stated that they wanted to make sure that
they did well that night. They were told that if that fact made a difference in their performance
then they should perform each night as though she were in the audience. Giving your very best
to each and every audience should be the main focus of each actor. Most of the actors nodded
agreement.
Brenda and Julie Somers (a fellow graduate who also attended) were both very positive
in their after show comments. It was a great experience to have Brenda share with the cast and
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crew observations and feelings from the show. Many of her comments gave validation to choices
that were made with the concept and presentation. At various points in the rehearsal schedule,
actors questioned set and costume choices, the Prologue, the dumbshows, the sounds. Yet these
various directorial choices were noted and praised. My pride in noting these connections were
greatly overshadowed by my pride for my students who worked so very hard on this show. And
not just this show, but each show that I have worked on for the past four years at this high school.
This production was not the culminating experience of my life. It was simply a fall production
in a season of three shows. I appreciate about the crew and cast that they caught the vision and
endeavored to do a tremendous show not because it was my thesis project but because that is the
work ethic and value that we collectively place on theatre.
19 November 2006
Today it was discovered that the dress rehearsal video from November 14 was not
downloaded to the computer before the videos were reused. Each dress rehearsal was taped after
the problems from the first dress taping. It would have been nice to have had the one from the
final dress before the invited audience since there were very many rough edges to the production.
For future reference: purchase additional videotapes so that students do not accidentally tape
over important tapings.
20 November 2006
As the set was carefully dismantled for possible revival in April 2007, it felt as though
this production was simply being placed on pause rather than being completely wrapped up.
Most of the crew and cast attended the strike and party but some members were notably absent.
A choir practice drew three members away. A family vacation took another. Four more were at
the local Burgerville working on a fundraiser for the junior class. It seemed to make a comment
not about their lack of commitment to the show but the fact that life continues on even as the
final curtain is drawn. For the past two weeks students have been asking about the auditions
for our winter show. At one point I explained that I needed to make it through Antigone first.
Those students asking me that question were reminding me that Antigone was just another show.
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Another show in a line of (hopefully) great experiences in the theatre department. As I often tell
my actors and technicians, the show that we are currently working on does not necessarily need
to be "bigger and better," it just needs to be different. Antigone was definitely different.
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Committee Chair Evaluation
Response to the Creative Project, Antigone Directed by Master's Candidate, Ron Barnett
Nov. 18, 2006 Saint Helens High School, Saint Helens, Oregon
Upon driving up to the facility one immediately notices the reader board which can be seen
from the road and major thoroughfare. It is always nice to have a visual presence on the street.
This welcoming presence continued up to the ticket booth and lobby area where the front of
house staff was very cordial and professional. Congratulations to Lisa Barnett for her influence
in this. There was a nice ceramic display in the lobby which lent an artistic feeling to the event
that was appropriate. There was also a well done poster board with pictures of the actors that
was quite professional looking. In addition, the program was very nicely executed and showed
the individuality of each student and their experience. There were personal thanks in the bios
which demonstrated to me that many, many people had sacrificed and supported this production,
a point I found evident in the production itself. In addition, the program notes and director's
notes were helpful while being brief and to the point, a fact I appreciated. As I sat with my
companion, Julie Somers Gulsvig, a former graduate of our Master's program, I felt the calm,
good will of the audience. The students in attendance were well behaved and the families,
obviously working class people, were warm with anticipation. The overall feeling conveyed
to this first time visitor was that these people were pleased to be attending the play and were
experienced playgoers. This reflects the positive impact that Ron has had on his school and
community as an educator.
When I entered the theatre I was immediately struck by what a nice facility it is and how
incredible the set looked. I was surprised. Upon initial inspection of the setting I was shocked
to see a set design and execution that was so evocative and professionally done that I was hard
pressed to think of any other high school theatre production I have attended that was quite so
impressive upon first inspection. Congratulations to the set construction crew and Tom Weaver,
technical director, The set, designed by Ron Barnett, conveyed a simple elegance in a very
atmospheric way. Up right was a rocky configuration with steps in the middle and a feeling of a

Barnett 144
very naturalistic, real world of rock, tree branches and nature. Down right was a simple bench
with something sticking out of it, I was unsure what that might be. Up left was the suggestion
of grand, palatial entrance in a state of decline. One of the columns had been knocked down
and lay close to the edge of the stage. The door into the palace was made of :flimsy fabric
and conveyed a worn and tattered statement. The setting would prove to serve primarily as a
backdrop to the action and a way to motivate entrances and exits. There was little actual usage of
the set aside from this.
The stage is very deep and the picture was backed by a eye that was used to excellent effect
with various washes of color which often reflected the mood or hinted at the coming action. I
worried that the set pieces would be too far away and that Ron would not bring enough of the
action downstage to the audience. This worry was needless as later blocking proved.
Sound designer, Jordan Hunter, used sound to excellent effect creating at various times an
ominous foreboding of a storm, a war with the sounds of death and suffering, troupes marching,
music, and an overall feeling of solemnity and the tragic mode. The feeling I got as I watched
the lights slowly change and listened to the soundscape was similar to the feeling I got in the
movie, Gladiator. It is a bleak and unwelcoming world. There was also a use of smoke that
accompanied the war sounds, informing the audience that the violent action was close at hand.
Then in a series of light cues in which the scene was suddenly harshly illuminated we had
the company of actors come on and begin to walk in a circle with a sense of solemnity. As
they circled different characters stepped into the center of the circle and established a tableau
vivant, which gave a brief focus of picture for the audience to ponder. This surreal and evocative
beginning or prologue told the story in a series of pictures that would later be repeated in the
scenes within the play.
I felt that this prologue showed imaginative and excellent use of movement and sound. The
varying movements from slow motion to regular time were also effective and I observed that the
audience was literally transfixed by this beginning. The lighting was nothing short of spectacular
throughout the entire production and again one must note that Ron Barnett designed both set
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and lights in addition to directing. Particularly effective were scenes where actors moved
downstage, as if moving into another area of the palace or the outdoors, and the lights served to
establish a new sense of place easily and effectively. This was simply and elegantly done. Kudos
to the stage manager, Ted Durst, and his board operators for a cleanly rendered calling and
execution of the show.
As the lights came up I was able to see the set in full illumination and was a bit disappointed
with the paint treatment for the stone steps and exposed marble on the columns which seemed
highly stylized or cartooned and contrasted with the natural elements suggested in the rocks and
trees. There also appeared to be circuit boards at the base of the column and I could not figure out
what they were supposed to represent. These elements suggested a lack in the organic feeling
they conveyed and thus I perceived them as inconsistent. The lack of unity was also conveyed
in the costume choices which ranged from ancient Greek togas, to a punk rock Antigone, a story
princess Ismene, and then to modem militaristic uniforms and even Creon's metallic coat, and
patent leather pants and shoes, which seemed befitting of a Star Trek theme. As I wondered
about the varying costume approaches I was lead to believe that the director was letting us know
that this story could take place in any age and at any time. I wondered, however, if the average
audience member would understand it in that way? These complaints were short lived, as the
director's excellent use of picture kept the eye involved throughout the production and was one
of the most effective aspects to the event.
Two characters, Ismene and the Queen, Eurydice, both wore storybook princess looking
costumes and I was troubled by the bunchy seams over the bodice which looked lumpy and not
as :flattering as they might have been. However, Haemon's costume, similar in line to Creon's
but of a dark orange, Antigone's black costume and later her white "wedding" dress and veil
were interesting. The chorus' Greek togas all fit well and the actors looked at home in their
clothes, overall. Teiresias was beautifully costumed as well and the use of the veil over her eyes
to convey her blindness was effective without over doing it. I must also mention the use of red
gloves worn by the characters when they had "blood on their hands." The symbolism of this
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statement and use of color was very effective.
In addition to the excellent setting, lights and sound already mentioned, the strongest aspects
to this production were in the imaginative prologue, the wonderful use of the space and the
cinematic intimacy conveyed in the two person scenes. Mention must also be made of the
wonderful stage combat work when the two men fought. It was very well done and I loved how
relaxed, controlled and clean the moves were. These two actors deserve special kudos for their
execution of this fight, along with the choreographer, John Armour.
There were some weaknesses in the direction of this production that should be mentioned.
Oftentimes the person speaking was either speaking in profile to the audience or facing upstage.
I encourage Ron to work with his students on better use of the fourth wall, and also to look for
ways to open them up more often in blocking. I missed some of what was happening due to this
staging weakness. I must also say that I missed some key story telling moments. For example, I
did not understand why Antigone was wearing a wedding dress. I suggest that if the director had
lifted her bridal veil early in the scene and then lowered it later in a symbolic fashion, I would
have gotten more of what was going on. It is virtually impossible to stay with an actor when you
can't see their eyes and faces for extended periods of time. However, the actors all approached
the material with honesty and respect and I loved that
There were some other directing choices that I found ineffective. A chorus, for almost any
contemporary audience, presents problems that a modem director must overcome. Will they
speak in unison? Will they be masked? Will they be made into individual characters? How
many of their lines should be cut? How much should they react to the speeches of others? These
are all questions that today's director must address.
In Ron's production, I don't think his chorus choices were as successful as I would have liked.
The unison speaking of the chorus and their predictable patterns of moving became tedious and
made it hard to listen for story details. Why did they move in the same series of movements
every time they spoke to the audience? Could more of their lines have been cut? I found
their vocal work to be recited and wished they had played the text with more use of action and
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objective. I wanted to know how they felt about what they were saying and their delivery was
often flat and impassive. I think some of the storytelling was lost to me because of this choice.
However, Ron's use of the chorus as a visual element was wonderful. There were so many
great uses of Hodge's "space and mass" with the chorus that in many scenes they became the
community as silent witnesses to the sins of king. The chorus was also excellent in maintaining
focus and concentration which is very hard to do in a 95 minute play without intermission.
There were only a few times I noticed them wiggle or break focus. 98% of the time they were
completely still when they needed to be and maintained the intensity necessary when watching
the action. Kudos to them for this!
The acting in the production could be characterized as stately, intellectual, formal, controlled
and understated. There was very little use of gesture except for Antigone, who was more
animated and emotionally committed than other characters. All of the actors used their voices
well and had good clean articulation. I missed a few oflsmene's lines but I think that was due to
her speaking in profile. The actor who played Creon had an affected walk that was very balletic
and distracting. He carried off the stature of the king but his vocal delivery was pretty much on
one level throughout. The messenger, too, was pretty much on one level and lacked the drive
and intensity that messengers need in Greek drama to spur the play along. In general, I would
say that the next step for Ron in his training of actors will be to engage them in more whole body
acting and comfort with the fourth wall.
The stillness in the play was excellent and unusual for a high school production. However, I
think at times there was too much stillness and formality to get across the emotional message of
the play. We need to care about the characters and I did not know enough about Creon to care
what happened to him on an emotional level. The scenes between Antigone and Ismene were
powerful. The actor who played Antigone was charismatic to watch.
In general, as I reflect on this evening of theatre several other things occurred to me. There
were several lines that were powerful and remind one of the reasons that we should continue
to do plays like Antigone. For example, the line in reference to the king, "How strange and sad
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when the one who sorts it all out gets it wrong," has modem day implications that are powerful.
Also, the many sexist and gendered references to keeping women in their place that are found in
the text, provided ideas for the audience to ponder and make modem connections with. We are
still plagued by ineffective leaders, damaging wars and ill treatment of women. Not much has
changed in the thousands of years that have passed.
In conclusion, it is important to note that, in spite of my criticisms, this was an elegant,
thoughtful and visually stunning evening of theatre and one of the best high school productions
I have ever had the privilege to attend. Ron Barnett's impressive skills as designer, his vision,
leadership and teaching abilities were evident at every turn. The people of Saint Helens are very
lucky to have such a visionary leader of theatre in their midst. And Ron is very lucky to have the
support of his excellent technical director and his wife, along with all the parents and students, to
accomplish this school's theatre work. I was deeply touched to find such care and commitment
to the arts in this little community. Congratulations to all for this immense accomplishment.
Final Self-Evaluation
The challenges that came with mounting the production of Antigone also helped to define
some of its successes. These challenges ranged from audience accessibility of the script and the
choice of concept for the play to acting and technical aspects. The potential barriers that were
recognized in the planning stages for the production were sometimes validated and sometimes
elevated in the final analysis of the show.
The classical Greek tragedy provided a unique audience experience that was lauded
by numerous parents, staff members and students. A number of students sought out actors
and technicians alike to provide them with positive comments regarding the play. This input
meant a great deal to them since students often care most about what their peers think. The
performances were a success from a financial and attendance standpoint: the show made money
despite having a relatively large budget and tallied the second largest opening night in the past
ten years. This is not to say that the production was universally enjoyed. The main criticisms
from audience members, students as well as some parents, included the choice of costuming for
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Antigone and Creon and the use of computer circuit boards on the pillar bases and pediment.
When asked to elaborate on their critique most people could not explain their dislike for the
spectacle elements. The ones who could, stated that they felt that the whole play should have be
centered around Grecian costumes and set design since it is an ancient Greek play. When able, a
further explanation of the rationale behind the choices was given. The program director's notes
attempted to give a reason for the choices that would appear on stage but either these notes were
not read or perhaps the director's vision did not fulfill the expectations of the audience. Once
all of the costume designs were chosen for the play, it was contemplated whether some of the
elements were too "edgy" or "out there" for the audience that would view this production. In
hindsight, perhaps the audience was asked to permit more artistic license than was possible.
From the artist and director's perspective, the license taken hopefully will have only broaden
their knowledge and help prepare them for other unexpected experiences in theatre or in the art
world as a whole. A former student and member of the high school's drama department watched
the opening night performance. After the show he stopped me to say, "That was pretty edgy.
Almost even too edgy for me. But I liked it because of that fact."
The concern regarding the script's accessibility was a major factor in the planning stages
for the show and weighed heavily in the consideration of the script. The story could not be
overwhelmed by the translation of the script and its word usage. Ian Johnston's translation had
a nice classical tone with the grandeur and poetry of the ancient text while using contemporary
language. Some translations tried too hard to update the language and created instances of
awkwardness. Justification of the proper script choice was evidenced in the fact that no audience
comment expressed difficulty in understanding the story due to the language. One audience
member even mentioned that he was surprised at how well he was able to follow the language.
About seven audience members stated that the use of dumb shows assisted their understanding of
what action took place as spoken by Guard and Messenger. These positive comments are not to
assume that all members of the audience understood all of the language and the full story of the
script.
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A negative criticism regarding the script was that some of the longer speeches were
difficult to follow due to their length. Most dialogue experienced by audience members through
cinema or television tends to avoid lengthy speeches in deference to conversational dialogue.
While the script does contain moments of back and forth dialogue, more often it contains lengthy
speeches. This potential obstacle for production was noted early on and three of the choral odes
were either removed or shortened. The lines within the scenes themselves were not touched
although the play and its action could have benefitted from removing some elements that may
have been unnecessary or redundant. The script challenge was faced not only by the audience
but by the actors as well.
By recognizing the potential barrier that the script presented, the actors strove to truly
understand the story in order to relay it to a modem audience. Table talk early in the rehearsal
schedule helped assure that actors understood what they were saying. Working through word
response exercises also assisted actors in communicating the feelings inherent in the script.
Despite the time and effort put forth in preparing the actors for the language of the play, there
were times in the script when it seemed that the chorus lacked full understanding of what they
were trying to communicate during the choral odes. Some of this may have stemmed from the
fact that some of the chorus members saw their role as one who spoke speeches rather than an
integral character who expressed thoughts and feelings. One factor that may have contributed
to this was inexperience; for four of the nine chorus members, this was their first speaking role.
Added rehearsal time with the chorus may have helped the situation. Cutting the lines of choral
odes even more may have also helped. Some the weaknesses of the chorus stood out in contrast
to the strong performances exhibited by the lead actors.
The play provided some powerful acting possibilities for the actors in the roles of
Antigone, Ismene, Creon and Teiresias. The opening scene between Ismene and Antigone played
out as was anticipated. Their closeness and intimacy truly exhibited their plight: together they
have faced great hardships and now they only have one another in this world. Intimacy may
have been a drawback at times when the lines from Ismene became difficult to hear. The actor
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playing Creon had moments of strength at times but lacked some of the depth of character that
would have made the audience more empathetic to his fall and losses at the end of the play. Of
all the scenes, the one between Antigone and Creon (Bridal Dirge) and the one between Teiresias
and Creon (The Blind Can See) were two of the most dramatic scenes in the play. Antigone's
final defiance of Creon's law allowed the actress to move through emotions ranging from
discouragement and loss to strength and resolve. Teiresias' pronouncement of Creon's downfall
to come created the climatic moment in the production. As the prophet grasped Creon's arm and
lowered her voice to speak the prophesy, the spectacle elements of light and sound helped to
complete the consummate scene of the production. As noted, it was the light and sound elements
that helped to pull together that scene. The technical aspects were some of the strongest elements
of the production
Working in the before-unexplored world of soundscapes, the sound design team
sought to provide a cinematic-style soundtrack for the play. While the sounds helped to accent
character entrances and exits, it was hoped that they could have been more natural and layered
rather than the sterile and shallow tracks that were created. Some of this was caused by lack of
experience in the area of sound design and some of it was because not enough time was allotted
to their creation. The opening track accompanying the Prologue, including the cast-created
rhythmic drumming during the fight scene, best embodied the complete realization of the use of
soundscapes in the production.
Set construction and painting succeeded in providing the environment that was
envisioned. Stage right contained a series of platforms and steps that appeared to be hewn from
a lifeless hillside. Dead branches and bushes completed the visual dichotomy between the two
halves of the stage: the natural world has been sterilized and destroyed because of the world of
man. The stage left portion of the set was a unique blend of Grecian architecture and modern
accents. The marble foundation of the palace was covered with rust and corrosion symbolizing
the corruption from three generations of poor choices from the House of Laius. A final layer
of the set was the destruction that came with the Argive attack on Thebes. A weakness in the
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painting of the set was seen in some of the bullet holes and revealed marble of the palace.
The look that was desired was supposed to have been similar to the open scar visible on the
downstage right pillar and the scarring on the front of the bench. Portions of the corrosion was
to have been cracked and chipped away in order to show the pristine foundation. The lack of
realism in these elements was due to lack of examples to communicate how it should have
looked and inexperience on the part of the student painters.
Lighting effects provided focus on stage as well as dramatic specials in the form of
backlighting and powerful pinlighting. The use of a hazer was very helpful in making the effects
fully visible and in creating a mystical tone throughout the show. While some areas of the stage
were left dimly lit in order to convey mood, the area immediately downstage of the stage right
steps contained a dead spot that was never adequately lit despite the efforts of the lighting crew.
The large number of specials combined with the organization of channels on the second electrical
presented a challenge in lighting an area that was not a primary acting space. It was during the
set strike that it was discovered that one of the fresnels that was supposed to have lit the area in
front of the platforms had burned out at some point during the production. Being more aware
of the instruments on the stage would have helped assure that the entire stage would have been
properly lit.
This production marked a number of new ventures in various technical areas. Unique
lighting effects, built costumes, and original soundscapes were all previously unexplored regions
of the production process. On top of the technical challenges, the cast was given a story that most
found completely foreign. The end result was a production that contained numerous strengths
and was of the highest caliber.
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Review of the St. Helens High School Production of Antigone by David Schmor
[Note: David Schmor is the Language Arts Department Leader at St. Helens High School,
an avid theatre patron, and studied drama at Southern Oregon College.]
The set was sparse and yet effective in conveying a feeling of protracted war and doom.
I knew from the moment I walked in that this was no typical high school production. The mood
was further enhanced by subdued lighting and the distant sounds of war. The production had
captivated me before the first actor stepped on the stage.
I have always preferred Oedipus Rex to Antigone and had just finished teaching it in
my senior honors class. But I had forgotten how timely Antigone is as a play. Throughout the
production I found myself reflecting on our current government and how relevant the themes of
Antigone after two thousand years. This production was the perfect opportunity for my students
to experience Greek theatre.
The production was strong in a number of areas. In a play, such as this, casting is
everything. The lead must have the strength to carry the role to the end. Miss Brock was an
excellent choice for this role. Her understanding and interpretation of the text was the high point
of the production. The mournful song she sang at one point had just the right blend of strength
and resignation. The Chorus was wonderful. Their voices were well blended, clear and effective.
I could not escape the irony of casting Teiresias as a woman since there are so many anti-woman
lines by Creon earlier in the play. Indeed the most powerful scenes tended to be those featuring
the women. I also appreciated the attention given to preserving the feel of an ancient production
while at the same time attempting to modernize the play.
As with every production there are a few weak points. The casting of the first messenger
and Creon were unfortunate. Both roles required stronger actors to balance the powerful
Antigone. However, the actor was able to convey the character's coldness and rigidity. I think
it is too easy to play Creon as a cold heartless man. I would have liked to have seen more depth
so that he is more convincing when his world comes crashing down round his head. Although I
realize what the costumes where attempting to do, some were distracting and failed. While the
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costumes of Antigone, Creon worked well, the costumes of the soldier and the second messenger
seemed out of place and almost comical.
When all is said and done, this production was an excellent effort. Its strengths far
out weighted its weakness. Mr. Barnett and his cast and crew should be very proud of this
production.
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Appendix A- Production Photographs

FigureA-1: Prologue Dumbshow

Figure A-2: Prologue Tableau 2
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Figure A-3: Prologue Fight

Figure A-4: Prologue Fight
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Figure A-5: Antigone's Entrance

Figure A-6: Ismene and Antigone's Secret
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Figure A-7: Choral Ode 1

Figure A-8: Guard's Revelation
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Figure A-9: Burial Dumbshow

Figure A-10: Ismene Attempting to Share the Blame
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FigureA-11: Haemon's Plea

Figure A-12: Antigone's Bridal Dirge
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Figure A-13: Antigone's Plea to the gods

Figure A-14: Teiresias' Entrance

Barnett 169

Figure A-15: The Prophesy

FigureA-16: Eurydice's Entrance
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Figure A-17: Messenger's Retreat

Figure A-18: Haemon's Suicide Dumbshow
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Figure A-19: Death of Eurydice

Figure A-20: Man's Search for Wisdom
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Antigone's Bridal Dirge and Choral Reply is original music written by
Heather Bishop§.

Michael Kennedy (Polyneices): Michael is a sophomore who has taken Introduction
co Theatre, Actors Workshop and is currencly taking Technical Theatre. He is making
his stage debut with rhis role. He fast became imc:resred in acting on a mission trip co
Jamaica in which he participated in drama ministry.

Theatre. She has participated in ShoeString's Children Theater as well as was in My
Fair Lady last summer. Sarah also was a dancer/chorus member in 1he Wiza,d of Oz.
Sarah would like to say, "Everyone is amazing and special in their own ways, so I guess
I thank you all."

Joseph Baisd1 (Eteocles): Now in his junior year, Joseph's first cheater experience was
his freshman year wich a role in School House Rock, Live! He went on co have roles in
The Importance of Being Earnest, Stage Door, and 1he Wizard of Oz. He also played
percussion for Peter Pan. Joseph has participated in Missoula Children's Theater's
productions of 1l1e Frog Prince and 1l1e Jungle Book. He also has parcicipatcti in Theatre
Showcase, and was an assistant director for two River City Children's Theater drama
camp productions, Peter Pan and Aladdin. He is currently serving as Thespian Troupe
2002 Vice President. Joseph would like to say, "Good job! ro the set crew, who not
only did an amazing job buc also put much effort inco getring d1e ser done soon, making it easier to work with the set."

Joey Culp (Chorus): As a junior, Joey is taking Introduction to l11eatre as well as Technical Theatre. He made his stage debut as John in last year's production of Peter Pan.
He also was a dancer/chorus member in The Wizard ofOz and was in the ShoeString
Community Players production of My Fair Lady last summer.

McKenzie Brock (Antigone): McKenzie, a senior, has a wide and varied theatrical background. She sang for six years with the Pordand Singing Christmas Tree and is a member of the Oregon Children's Theatre Young Professional Program. She has performed
with the ShoeString Community Players in their produccions of Annie, Hello Dolly,
and Fiddler on the Roof Ac the high school, McKenzie has had rolc.:s in SchooL House
Rock, Live! ]be Importance ofBeing Earnest, and played Terry in Stage Door. She also
patcicipated in Missoula Children's Theatre production of The]tmgle Book as Baghccra.
Twice she has received the Best Actress award at chc year-end.drama awards. She
co-directed the one ace play, "Who Am I This Time?" and was the stage manager for
1he Wizard of Oz. Last Spring, she was a Scace Quali.ficr for Srace Acting Competition
in Solo Acring. Currently she is serving as the Thespian 1roupe 2002 President. She
would like to say, "Thanks ro ow· amazing directors, cast and crew! Special thanks to
all the drama club officers who have been doing so much work. Love to my family and
friends. I couldn't have made it these pasr few years without all the love and support.''
Amanda Allen (Ismene): Amanda, a junior, started her high school acting career in
School House Rock, Live! and has had roles in Stage DQor, Peter Pan and ]he Wizard
of Oz. She has also participated in Missoula Children's Theater and in the children's
chorus for the ShoeString Community Player's production of 7he Music Man. Her first
play was R:umpl.stiltskin, in which she played a boy a.nd sang a solo about drinking a
barrel of water. Amanda has also written and directed a small production for a church
youth retreat.
Will Bartley (Chorus): As a sophomore, Will is not a stranger to the stage. He has performed with Missoula Children's Theater for eight shows, and was in Stage Door, Peter
Pan and 1he Wiza1d of Oz last year. Will would like co thank his Mom for taking him
home every night after rehearsal.
Sarah Berg (Chorus): Sarah is a sophomore who is a teacher's assistant for Technical

Kaylee. Holmes (Chorus) A sophomore, Kaylee has performed on stage in the last four
shows including Stage Door, Peter Pan, and 7he Wizard of Oz. She has been an active
member ofSHHS Drama and participated in CERT accident simulation, State Improv Festival, as well as Intro to Theatre class and Actors Workshop.
James Mungin (Chorus): James, now a sophomore, had his first role in Bye Bye Bi1die
as an eighth grader. Last year, he had a role in Stage Door and was in the ShoeString
Community Players production of My Fair Lady. He would like to thanl< his voice
instructor, Paige English, and his parents Kelly and Albert. He also would like to thank
his sister, Rihana, for getting him involved in theatre.
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Taelor Sanford (Chorus): Taelor is a sophomore in her first role on me high school
stage. Her previous meatrc experience includes participating in Missoula Children's
Theater. She sends special thanks to her Mom & Dad for supporting her and thanks to
Kelsea for making her go through with it (the play).
Kyla Tompkins (Chorus): Kyla, a sophomore, is making her acting debut in Antigone.
She is currently taking Technical TI1.eacre. Kyla has been active in cheer leading at the
high school. Her hobbies include writing and singing.
Katie Van Winkle (Chorus) Katie debuted with her role as Linda in Stage Door and followed up as an Osian in 1l1e Wi;:111'd of Oz. She is an active member of the Equestrian
Team and enjoys barrell racing on the weekends.
Kaysha Yarnell (Chorus): Kaysha is a sophomore. Her first role was as a Bying monkey
in The Wizmd of Oz. She has taken Introduction to Theatre and participated in the

CERT accident simulation last year. Kaysha would like ro say thanks to her Mom, Dad
and Grandma for coming.
Newt Acker (Creon): With his first role as a freshman in the one-act "Who Am I
This Time?" Newt realized that he was destined to be an actor. Now a junior, he has
performed in every production since including 7he Importance ofBeing Eamest, Stage
Door, Peter Ptm, and ]he \Vi.zttrd of Oz. A member of che Ja:a. Band and rhe Marching
Pride, Newt was an assisra~r director for the 2006 RCCT production of A!trddin and
the Magic Lamp where he was crowned Drama Queen.

Aaron Snider {Guard): Aaron is a senior who has just discovered an interest in theatre.
He is currently taking Introduction to Theatre and discovered at a recent Coffee Night
that he has a knack for stand up comedy.
Patrick Gump {Haemon): As a junior, Patrick is taking Introduction to Theatre, but he
is not a newcomer to the stage. He had roles last year in Stage Door, Peter Pan, and was
Nikko in 1he Wizard of Oz. Patrick also participated in the CERT accident simulation. When not in the theatre, Patrick keeps busy as one of three drum majors for the
St. Helens Marching Pride. Patrick would like to thank his family and Mr. Barnett
because "without their support, I would never have known and loved acting."
Megan Wacker {Teiresias): Megan, a junior, has had many varied theatrical experiences. She has had roles in the Missoula Children's Theater production ofThe Jungle
Book and the ShoeString Community Players' My Fair Lady. On the high school stage,
Megan had roles in Stage Door, Peter Pan and was Toto in Oz for 7he Wizard of Oz.
{Interesting fact: it took Megan's makeup person forty five minutes to put on her Toto
makeup!) Megan is also involved in drama ministry at Warren Community Fellowship
and served as an assistant director for the River City Children's Theater drama camp
production of Aladdin. Megan would like to say thanks to her Mom and Dad for supporting her, and to Kelly for being t_here. She also thanks God for her gift.
Susan Strouf (Eurydice): An experienced techie, Susan is enjoying having an opportunity to be on stage as an actress for this show. She is in her senior year. Looking back
on her years in the theater, she asks "Do you remember 1hree Murders and It's Onry
Monday? I do."
Adriann Weilert (Messenger): Adriann is a junior. She became involved in drama last
year with roles in Stage Door, Peter Pan, and 7he Wizard of Oz. Adriann remembers
fondly her role as a pirate in which she wore a beard and received many strange looks
as she walked through the halls.
Edward Durst {Stage Manager): As a junior, Ted is taking Technical Theatre. He is
no stranger to the backstage scene. Ted first ran the light board for School House Rock,
Live! his freshman year. He has since run lights for several other shows and spent many
hours working on set construction and painting. This is his second opportunity to
work as stage manager. Ted sends special thanks to Mr. Barnett and Mr. Weaver for
reaching him so much. "Techies are my life!"

This production is in partial fulfillment of the requirements
for Ron Barnett's degree of Master of Arts in Theatre Production
at Central Washington University, Ellensburg, Washington.

Play Synopsis
The final installment of the Theban Trilogy that accounts the downfall of the royal
House of Oedipus. Oedipus the King was prophesied to kill his father and marry his
mother. Despite his attempts to foil his fate, he fulfilled his prophesy, blinded himseH:
and left his home of Thebes. His two sons, Polyneices and Eteocles, agreed to share the
throne but when it was rime for Eteocles to turn over the crown, he refused, causing
Polyneices to join the Argive army and attack Thebes. The two brothers killed one another on the battlefield and the new king of Thebes, Creon {their uncle), decreed that
Polyneices, being a traitor, should not be buried. Antigone, sister of the dead brothers, refused to follow Creon's law and buried the corpse. As her punishment, she was
placed in a sealed cave to die. Before she could die naturally, she hanged herself as her
mother before her, causing her betrothed, Haemon, to take his own life. Creon's wife,
Eurydice, placed all blame on her husband and also commited suicide.

Notes from the Director
Early Greek theatre developed from worship of the Greek gods. The stories they
told helped to instruct people in their way of life and sought to answer questions such
as how to measure success, how to lead a kingdom, and how to gain wisdom.
With a fresh translation from Ian Johnston of Malaspina University-College, Nanaimo, BC, Canada, it seemed right to incorporate a number of other elements that
would provide a new perspective on this most ancient of plays. The opening prologue
is original and was created through a series of rehearsals seeking to condense the play
into seven scenes. The inclusion of a song prior to Antigone's sentencing was one of
my earliest decisions for the play. The beautiful music created by Heather Bishop,
hauntingly played by Megan Wacker, and sung by McKenzie Brock and James Mungin
provide the bittersweet blend of a funeral dirge and a wedding song. As the play has
become truly timeless in its themes and message, it was appropriate co blend classical and modern elements in the set design and costumes. There once existed a classic
foundation in Thebes but it has since been corrupted by the poor choices of three
generations starting with Lauis-father of Oedipus-through Oedipus himself, and now
with the children of Oeidpus.
My gratitude extends to many who caught my vision and helped to further it. To
all parental units who dedicated hours (and days) of time creating costumes: they are
marvelous. To a fantastic crew: the spectacle continues to make me say, "Wow!" To
Ted Durst: your quiet, calm, and confident leadership has helped greatly to shape
this show. To the ensemble: your work together has talcen this tragedy and given it
an amazing life-I thank you, thank you, thank you. To Mr. Tom Weaver: thank you
for diving in to the vision and for your dedication to the SHHS Drama program as a
whole-it is my continued honor to work with you. Lasrly, but most sincerely, to my
wife Lisa and my daughters: your encouragement is what gave me strength and kept
me calm when difficulties seemed too great to bear-thank you does not adequately
express my feelings.
How can one gain wisdom? This question is probed in this 2,500 year-old play.
Despite two and half millenia of seeking, the question remains the same, and interestingly enough, so does the answer.

Antigone Show/ Pubs
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21.
22.
23.
24.

Intro War
01 Prologue
Heartbeat
02 lb Antigone/lsmene entrance
03 4a Chorale Ode 1
04 4b Enter Creon
05 6a Enter Guard
06 Ba Exit Creon
07 Ba Choral Ode 2
08 8b Enter Guard w/ antigone
09 9b Guard/Dumb Show
10 10a lnteregation of Antigone
11 12a Enter lsmene
12 13b Choral Ode 3
13 14b Enter Haemon
14 17b Exit Haemon
15 18a Enter Antigone
16 2 la Enter Teiresias
17 22b Teiresias Curse
T Flute
18 24a Enter Messenger
19 25a Enter Eurydice
20 26a Enter Dead Haemon
21 27a Enter Dead Eurydice

Printed with iTunes

3:35
4:00
3:44
2:24
0:39
0:19
0:26
0:16
0:23
0:24
1:30
0:14
0:18
0:30
0:29
0:22
0:18
0:50

1:38
0:17

1:38
0:24
1:06
0:40
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Appendix F- Hodge Model Work
Given Circumstances from Antigone by Sophocles
Geographical location: All action takes place outside the palace of the king of Thebes, Greece.
The river Dirke (also Dirce) is located nearby (Ant. line 106). Strong winds are
mentioned (138, 409-11). The sun burns hot during the mid-day (407-8).
Date: No specific date is given. Oedipus has already died (50). Both brothers, Eteocles and
Polyneices have killed one another (56). Creon has accepted the throne of Thebes as the
next blood relative. It is possibly mid to late summer since it is described that the sun
burns hot during the mid-day (407-8).
Economic environment: Slaves are used in the society (468-9). The love of money and bribery is
a concern of Creon's (294-300, 311-12, 320, 1000-01, 1018, 1024, 1040-41).
Political environment: The king is the head of the state and is expected to care for the citizens.
(177-86). The king is able to make any law and expects it to be carried out (191-206).
The elders of the community may provide advice to the king (710-11, 1065-66). Women
are not allowed in politics (515). The seeds of democracy are evident (722-25).
Social environment: Women are considered lower than men (515,559,561). Men feel threatened
by women (474-5). Prophets are respected (958-60, 1057-60). Children reflect their
parents (461-2). The elders of the community may provide advice to the king (710-11,
1065-66).
Religious environment: Adherence to the laws of the gods is considered the highest of duties
(1285-86). Constant references are made to the gods, god (also God) and Zeus. Antigone
talks of being married to Hades (800-01). The chorus gives a complete ode to Dionysus
(1080-113).
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Research to Expand Understanding of the Play
Thebes is located in the northeastern section of Greece in the area known as Attica. The
climate is mostly dry and warm with hot temperatures in the summer ("Ancient Greece"). It
is near the cross roads of Delphi, Thebes and Daulis and was a possible center of commerce.
(Sheppard). Its current description is as follows:
The center of Thebes is isolated on a pear-shaped plateau, a kilometer long,
half a kilometer wide and sloping downward to the north, the top of the pear.
From there, the hill drops rapidly to the residential district. The city sprawls to the
north onto the plains and the agricultural valley. Deep ravines bound the center of
town on the west and east, the steep banks covered with brown grass ....
The mountains on the far side of it are purple silhouettes in the distance. One
of them, a small bald peak glows light tan in the sun, a pyramid-shaped mountain.
I pull out my own map to see if I can identify it. It's name is Phicium, obviously
from Sfinx or Sphinx. I've just located the "Mountain of the Sphinx." (Sheppard)
Research places the mythical date of action as 1276 BCE (Zeigler). Sophocles wrote and
performed the play between 442-441 BCE (Nardo 21). It is most likely that he was reflecting his
contemporary society in the play rather than attempting to recreate a society from the thirteenth
century BCE.
According to The Cambridge Ancient History, the main economy of fifth-century
Attica consisted of oil, wine, pottery, silver, and honey (Bury, Cook, and Adcock 13 ). It was an
agricultural culture despite poor rainfall which considered its labors with "a certain primacy as
the most ancient and natural of callings" (12). The unfriendly climate for farming caused the
area to import more food from the surrounding land than it produced (14). Artistry was a prized
commodity as mass production did not exist in the area. This helped protect the artisan from the
possibly crushing system of the capitalist (15). Male Greek citizens had a right to own land, and
the right to bequeath it. This is in contrast to the monarchy and oligarchy systems which existed
before the fifth century. In the play Creon represents the concern regarding free citizens being
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motivated by money (Hanson and Heath 50). As Creon rails against the Guard whom he
accuses of accepting a bribe while watching over Polyneices' body,
Of all vile things
Current on earth, none is so vile as money.
For money opens wide the city-gates
To ravishers, it drives the citizens
To exile, it perverts the honest mind
To shamefulness, it teaches men to practice
All forms of wickedness and impiety. (Ant. 244-300)
This speech and subsequent lines regarding the corrupting power money has over men might
lead one to believe that Creon represents early Marxism.
The political environment of ancient Greece traces its roots back to 3000 .CE. Leading
into the fifteenth century BCE provides the foundation for how the area was ruled during the
story of Antigone. Athenian culture in the fifth century when Sophocles was writing is also noted.
The Mycenaean culture controlled the area from about 1450 BCE until about 1250 BCE when
the Dorians took over. Their rule lasted until about 800 BCE. A warrior king was the main ruler
in various cities throughout this 600 year span (Legon). This control by a sole ruler forms the
background for the original myth of the play. Sophocles most likely was reflecting the political
structure which existed in Athens when he was writing (Hanson and Heath 47). As kings were
overthrown, oligarchies provided the early template for the democracies that would begin in 508
BCE when the Athenian statesman Cleisthenes first proposed democratic constitution that has
been the earmark of classical Athens (Legon). Antigone is often viewed as a commentary on the
political structure that pits the individual against the government.
The controlling class of society was comprised of land-owning males who were given
the right to assemble and vote (Scodel 1). The Cambridge Ancient History notes that the area
of Attica in the fifth century contained both cosmopolitan and smaller villages. This diversity
caused some strife between cities and villages despite existing in the same city-state (Bury,
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Cook, and Adcock 16-17). Most citizens lived in townhouse-style homes which were crowded
together on narrow streets (20). Members of the working class and the average citizen provide
the foundation on which the tragic plays are presented. According to Hanson and Heath:
These secondary but essential characters and chorus members provide the stable
backdrop for the murder, incest, and madness of a royal and divine mythical elite
who live in a different world from the rest ofus. At the very origins of Western
culture, Greece created an anti-aristocratic ethos often hostile to the accumulation
of riches, and to the entire notion of the wealthy man of influence--and it it one of
the few societies in the history of civilization to have done so. (48).
These "essential characters" are the basis for the middle class which developed during the late
1800s.
Religiously the Greeks were polytheistic and believed that the gods had a hand in day
to day events (Adams Sophocles 17-18). The clash between two major moralities existed: that
of "safemindedness," also referred to as "prudence" or "wisdom" and that of"hubris" (Adams
18-19). This clash manifests itself in Antigone as both Creon and Antigone press their individual
agenda without allowing for a compromise on either side. The chorus ends the play with the
admonition, "Of happiness, far the greatest part / Is wisdom, and reverence towards the gods"
(Ant. 1285-6). The formulation of Greek theatre has its origins in worship ceremonies for the
various gods, especially Dionysus (Scodel 4). Sophocles himself was considered a religious man.
He held a priesthood position of Halon (Lefkowitz 161) and allowed his house be used a place of
worship of Asclepius, a healing god, while a proper temple was being built (Wilson). The great
Athenian statesman and contemporary of Sophocles, Pericles, said regarding the conflict between
human law and the law of the gods, "Honor the gods, your parents and the law. Above all, those
unwritten laws of which the violation is admittedly disgraceful" (qtd. in Bury, Cook, and Adcock
128).
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Previous Action
Antigone has arranged a secret meeting with her sister Ismene (Ant. lines 17-18).
Creon has buried Eteocles with full honors (22-25).
Creon has forbidden the burial of Polyneices since he was a traitor against Thebes (25-27).
Oedipus killed his father, married his mother, and she killed herself (49-57).
Oedipus is dead (50).
Argos attacked Thebes and retreated (111-27, 141-43).
Polyneices and Eteocles are dead from one another's hand (145-48).
Creon has posted guards over Polyneices' body (215).
The body of Polyneices was buried without any evidence (244-51 ).
Antigone buries the body a second time (409-26).
Ismene is seen in the palace acting strange just before Antigone is caught (481-82)
Haemon and Antigone are engaged to be married (558).
The people of Thebes are upset about Antigone being convicted (719).
Teiresias recognizes a bad omen about Creon's refusal to bury Polyneices' body (1044-1050).
Antigone kills herself by strangulation, just as her mother (1177-79).
Haemon tries to kill Creon but then kills himself (1186-91).
Megareus has been killed in the Argive battle (1254).
Eurydice, Creon's wife, curses him and then kills herself (1261-65).
Numerous obscure myths are referred to by the chorus (810-23, 917-52, 1080-113).
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Polar Attitudes
Antigone:

The laws of the gods are above the laws of man. (Beginning)
My community is against me, no one is on my side. (Ending)

Ismene:

Being women, we cannot fight against men. (Beginning)
Creon shouldn't separate Haemon and his bride. (Ending)

Creon:

I need to prove myself as the new ruler. (Beginning)
I am a crushed man. (Ending)

Guard:

I really don't want to tell Creon the bad news. (Beginning)
I am sad that it is Antigone but I'm glad it isn't me. (Ending)

Haemon:

I respect you as my father and my king. (Beginning)
You are nothing to me. (Ending)

Teiresias:

I have a message for you Creon and you must obey. (Beginning)
My prophesy will harm you Creon as your words have attempted to harm me.
(Ending)

Messenger:

Life is a precarious matter. (Beginning)
Life is a precarious matter. (Ending)

Eurydice:

I am having difficulty believing my ears regarding this bad news. (Beginning)
I curse Creon for the deaths of my two sons. (Ending)

Chorus:

The greatness of Thebes has vanquished Argos. (Beginning)
The gods punish the arrogant man. (Ending)
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Scene Breakdown Into Units of Action

Enter' from the palace, ANTIGONE and ISMENE

Unit One: The Secret Meeting
A. clings
ANTIGONE. Ismene, my own sister, dear Ismene,

A. testifies

A. incites

I. denies

I. reflects

I. probes

A. undertakes

How many miseries our father caused!
And is there one of them that does not fall
On us while yet we live? Unhappiness,
Calamity, disgrace, dishonour - which
Of these have you and I not known? And now
Again: there is the order which they say
Brave Creon has proclaimed to all the city.
You understand? or do you not yet know
What outrage threatens one of those we love?

Of them, Antigone, I have not heard
Good news or bad - nothing, since we two sisters
Were robbed of our two brothers on one day
When each destroyed the other. During the night
The enemy has fled: so much I know,
But nothing more, either for grief or joy.

ISMENE.

ANTIGONE.

What is it? Some dark shadow is upon you.

ISMENE.

A. recounts

ANTIGONE.

A. provokes

A. arouses
A. defies
A. reveals

I knew it; therefore I have brought you here,

Outside the doors, to tell you secretly.

I. appeals

A. extols

IO

Our brothers' burial. - Creon has ordained
Honour for one, dishonour for the other.
Eteocles, they say, has been entombed
With every solemn rite and ceremony
To do him honour in the world below;
But as for Polyneices, Creon has ordered
That none shall bury him or mourn for him;
He must be left to lie unwept, unburied,
For hungry birds of prey to swoop and feast
On his poor body. So he has decreed,
Our noble Creon, to all the citizens:
To you, to me. To me! And he is coming
To make it public here, that no one may
Be left in ignorance; nor does he hold it
Of little moment: he who disobeys
In any detail shall be put to death

:z.o

30
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Unit Two: Show Your Worth
A. challenges

By public stoning in the streets of Thebes.
So it is now for you to show if you
Are worthy, or unworthy, of your birth.
0 my poor sister! If it has come to this
What can I do, either to help or hinder?

I. seeks

ISMENE.

A. conspires

ANTIGONE.

I. queries

ISMENE. What dangerous enterprise have you in mind?

A. requests

ANTIGONE. Will you

I. retreats

ISMENE.

A. defends

ANTIGONE.

.

Will you join hands with me and share my task?

join me in taking up the body?

What? Would you bury him, against the law?

No one shall say/ failed him! I will bury
My brother - and yours too, if you will not•.

Umt Three: The Law Cannot Be'"Fought
I. dissuade
ISMENE. You reckless girll When Creon has forbidden?

A. asserts

ANTIGONE.

I. reminds

ISMENE.

I. umavels
I. finalizes

I. binds
I. beseeches
I. expounds

I. acquieces

He has no right to keep me from my own!

Think of our father, dear Antigone,
And how we saw him die, hated and scorned,
When his own hands had blinded his own eyes
Because of sins which he himself disclosed;
And how his mother-wife, two names in one,
Knotted a rope, and so destroyed hersel£
And, last of all, upon a single day
Our brothers fought each other to the death
And shed upon the ground the blood that joined them.
Now you and I are left, alone; and think:
If we defy the King's prerogative
And break the law, our death will be more shameful
Even than theirs. Remember too that we
Are women, not made to fight with men. Since they
Who rule us now are stronger far than we,
In this and worse than this we must obey them.
Therefore, beseeching pardon from the dead,
Since what I do is done on hard compulsion,
I yield to those who have authority;
For useless meddling has no sense at all.

so

6o

Unit Four: The Quickening
A. rejects
ANTIGONE.

I wiil not urge you. Even d you should wish
To give your help I would not take it now.

70
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A. declares
A. champions
A. vindicates

A. accuses

I. rationalizes
A. expels
Unit Five: For Fear

Your choice is made. But I shall bury him.
And ifl have to die for this pure crime,
I am content, for I shall rest beside him;
His love will answer mine. I have to please
The dead far longer than I need to please
The living; with them, I have to dwell for ever.
But you, if so you choose, you may dishonour
The sacred laws that Heaven holds in honour.
I do them no dishonour, but to act
Against the city's will I am too weak.

ISMENE.

So

Make that your pretext! I will go and heap
The earth upon the brother whom I love.

ANTIGONE.

You reckless girll I tremble for your life.

I. trembles

ISMENE.

A. pronounces

ANTIGONE.

I. protects

ISMENE.

A. severs

ANTIGONE.

I. repudiates

ISMENE.

A. proclaims

ANTIGONE.

I. disputes

ISMENE.

A. resolves

ANTIGONE.

I. pleads

ISMENB. But why attempt a hopeless task at all?

A. squelches

ANTIGONE.

Look to yourself and do not fear for me.

At least let no one hear ofit, but keep
Your purpose secret, and so too will I.

Go and denounce me! I shall hate you more
If you keep silent and do not proclaim it
Your heart is hot upon a wintry work!
I know I please whom most I ought to please.

But can you do it? It is impossible!
When I can do no more, then I will stop.

0 stop, or I shall hate you! He will hate
You too, for ever, justly. Let me be,

Me and my folly! I will face the danger
That so dismays you, for it cannot be
So dteadful as to die a coward's death.
I. relinquishes
I. reassures

do it, if you must. It is
Blind folly - but those who love you love you dearly.
100
[Exeunt severally

ISMENE. Then go and

Barnett 188
Appendix G- Review by Anti gone translator Ian Johnston
Hello Ron:
I received the DVD this morning and had a look at the show. Here are a few comments
off the top of my head after a viewing of the DVD.
I like the set-a nice visual balance, and the production makes good use of the space. I
wondered about the pyramidal shape in the back comer. It's nice aesthetically, but the unmistakable reference to Egypt left me puzzled and bit confused. I also wondered about the condition of
the palace roof (not that I could see the precise details). Why does it appear so damaged? Those
might be things you'd want to mention in your paper (just a thought). And for reasons I'll mention in a moment, it might have been nice to have the palace platform a little higher.
The production itself was very disciplined (particularly the chorus), almost always visually pleasing (especially the choral groupings), and the text came through very clearly, even in the
group speeches. That's not easy to achieve in a student production. The costumes looked good,
too, although I can't really comment on the colours.
The opening confused me a bit. The opening sound effects were excellent-and a fine
way to get the audience into the action quickly. But I assumed they were the sounds of the battle
for Thebes. So I was a bit taken aback when we saw the two brothers fighting in the dumb show
at the start. I'm of two minds about the dumb show. What exactly does it add? I really liked the
choreography of the fight scenes. Perhaps I'd like to have seen the dumb show done in a more
balletic style. I don't know. Something about it was too naturalistic.
I thought the cuts in the script were judicious. The one exception I noticed was the line
where Creon talks about setting out provisions so that the city would be absolved of guilt (something like that). Those are (for me) an important insight into his political character.
The lighting worked very well (as far as I could tell). There were a couple of times when
the changes in the middle of a scene (e.g., Creon's and Haemon's first meeting) didn't seem
to make much sense, although at other times such changes were effective (e.g., the scene with
Creon and Teiresias). You might want to comment on those in your paper.

Barnett 189
I have only two major directorial comments about the actors. I thought Creon moved
around rather too much early on in the play. Given his confidence in his political authority and
power, it strikes me that he would expect and demand that people come to him (and he'd position
himself on the palace step, above them, and with the power of the palace behind him-perhaps
symbolized by two guards constantly attending on him, if you've got the bodies to spare). This
might also help the other actors (e.g., the guard) communicate their real fear of Creon's
power. Then, later on, when he begins to disintegrate his moves down onto the floor would be
much more emphatic. As it is, his movement make him seem much more gregarious Gust a
thought-something to experiment with if you were doing more shows). He seems to be trying
to persuade people; whereas, it strikes me he's simply announcing his power and the rightness of
his actions.
And I wondered if we shouldn't be seeing more of Antigone's face, especially when
she's pleading her case (the quality of the DVD left me uncertain sometimes whether or not her
costume was hiding her face from us much of the time). For me the key to this play is the expression on her face-fear, confidence, and joy-as she addresses us (after all, we're the ones
she's trying to persuade--does she really care whether she convinces Ismene or Creon?). I'd be
tempted to pull her down to the edge of the stage and make her case more directly to us (especially in her singing). So much depends on Antigone's bond with the audience. Again, something to experiment with.
Anyway, congratulations on a fine production. It was certainly much better than the one
our college mounted several years ago.
And good luck with the completion of the project.
cheers,
IanJ.
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Appendix H- Review by Oregon State Thespian Director, Carolyn Reid
It was with great pleasure that I was able to sit in the audience for your production of

Sophocles' classic play, Antigone. I felt a real connection to the story and the characters since I
just produced Oedipus in May of last year. The questions that are presented in the tragic stories
of the House of Oedipus provide some of the most captivating theatre ever written.
I was moved by the Notes from the Director in the program. Much thought was put into
the vision of this production and it was obvious from the moment I stepped into the auditorium.
This new translation is quite good and provided a nice contrast to the frequently produced version by Jean Anouilh. I particularly enjoyed the opening prologue.
The interpretation of the play was well done. Each of the main characters provided
thoughtful characterization and commitment to action and reaction. I felt that they each had a
clear objective and played it well. I found the chorus to be both vocally and visually interesting. The staging during the choral episodes was creative it really enabled the audience to focus
on each of the speakers as well as the group. Some of the nicest stage pictures in the production
were within the chorus. They provide so much information in the story for the audience, I felt
their clear diction and attention to the tempo propelled the story forward.
In keeping with the vision to, "blend classical and modem elements," I felt the costuming added much to the dynamic of the characters. It really worked for me. The bold color and
contemporary choices enhanced the characterization and primarily the strength of the characters.
The lighting design was particularly nice. It was subtle, yet it enhanced the mood of
each scene. Each playing area was well delineated and provided enough light to see the actors
but not so bright as to detract from the essence of the mood. The mood is dark, but I felt the
colors and the scenic backdrop worked well to establish the feeling for each scene.
The scenic design elements also contained specific details that again were a blend of classic and modem elements. I enjoyed the large playing space available for the actors and the chorus. The upstage level of steps and stones provided a nice entrance and exit for the characters. I
was seated in the audience a bit to house left so I was not able to see this piece in its entirety. It
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might have been moved a bit further downstage. The house entry was wonderful! I liked the
computer pieces found on the outside, that was interesting. This scenic piece provided a brilliant focal point and it's structure was large and ominous.
I also enjoyed the music in the play. The addition of the song, sung by McKenzie and
James was quite moving. Such a gift for Antigone to have this supplement of expression. Very
nice. Kudos to Heather Bishop for writing something so thoughtful. Clearly McKenzie is a very
experienced performer. Her portrayal of Antigone was strong and engaging. A difficult part
well played. In all, the ensemble worked well together.
I enjoyed the play very much. Classic Greek theatre provides many challenges to young
actors and to directors. The one thing the production needed to work on was a sense of emotional urgency and action as it moved into the climax of the play. It seemed that the emotional
arc of the play was missing its energy. The events and pacing as Antigone approaches her death
needed to be played a bit stronger with greater stakes at hand. As her death is the catalyst for the
death of both Haemon and then Eurydice, the ending should build in intensity as we see how the
characters deal with the difficult truth found in the consequences of their actions.
Antigone was a worthwhile production that provided a wonderful educational experience
for your actors and your audience. I appreciate your efforts and energy in creating something so
special.

